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                    By examining the depiction of women and the city of Los Angeles with 
relation to WKH FRQFHSW RI ³surface´ in selected American twentieth-century fiction, I 
ZLOO GHPRQVWUDWH KRZ D ³SHUIRUPDWLYH´ subject emerged as a consequence of the 
developing Hollywood film industry. In the first chapter, I explore the figure of the 
femme fatale from American film noir cinema with relation to the portrayal of women in 
VHOHFWHGZRUNVE\5D\PRQG&KDQGOHU1DWKDQDHO:HVW¶V The Day of The Locust and 
9ODGLPLU1DERNRY¶V Lolita. I demonstrate how within the framewoUNRI+ROO\ZRRG¶V
mass consumer culture, the female image came to exist as a commodity. Similarly, 
California came into existence by being marketed as a commodity, or ³the land of 
sunshine and oranges.´ The city of Los Angeles developed alongside and in accordance 
with the consumer relations of the Hollywood film industry. Consequently, this industry 
had a profound effect upon the architecture of the city and its very inhabitants. I explore 
the relationship between the city and its residents, as portrayed in selected California 
fiction ranging from James M Cain to Thomas Pynchon, as a part of the second chapter. 
The female image and the city of Los Angeles can be interpreted in terms of the 
³VHGXFWLYH VXUIDFH´ of the commodity fetish. Thus with reference to commodity 
fetishism, as well as postmodern theorists, I will demonstrate how the development of a 
performative subject occurred as a consequence of the developing Hollywood film 
industry and the particular cultural ethos that it had created.  
                  Writers from the noir genre such as Nathanael West and Raymond Chandler, 
living and writing in Los Angeles in the late 1930s and 1940s, charted in their fiction 
the societal effects that were made by the city¶V Uapid development. The Southern 
Californian region grew astronomically within a very short space of time. Between 1940 
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and 1950 the State population increased by 52 percent, from 6.9 to 10.6 million (Starr 
California 238). Consequently, the industrialisation and societal growth witnessed in 
Southern California during the 1940s can be seen as a microcosm and forecast of 
similar patterns of rapid development that would be repeated throughout the world. 
Although such development was unique to California, the performative identity that 
resulted from the societal conditions caused by its rapid development, as well as its 
growing consumer culture, has wider implications when considering the effect of 
postmodern culture on the individual. My argument that a performative identity was 
created in response to the cultural ethos that developed around Hollywood can offer 
insights into understanding the consequences of other such examples of rapid societal 
growth within the mass-media age.  
                    The city of Los Angeles and the society that developed around the 
Hollywood film industry had a profound impact upon the individual subject. This 
development was highly influential to postmodern theorists such as Jean Baudrillard 
and Frederic Jameson. I use these theorists, DORQJZLWK-XGLWK%XWOHU¶Vwork on gender 
identity, as a starting point for considering how a performative identity resulted from 
the developing fLOP LQGXVWU\$NH\ WH[W LQ WKLVH[DPLQDWLRQ LV1DWKDQDHO:HVW¶V The 
Day of the Locust, first published in 1939, which constitutes an intimate portrait of the 
1930s Los Angeles society that had developed around Hollywood. :HVW¶V QRYHO
describes how, in order to exist within the emerging image-centred culture of 
Hollywood, the FLW\¶V inhabitants changed their own personal image and behaviour 
according to the latest fashion by playing different roles and wearing various outfits. 
The better eqXLSSHG ³PDVTXHUDGH´ migrants who are more adept at performing and 
manipulating their appearance, are contrasted with the less well-equLSSHG³WUDQVSODQW´ 
migrants. The latter group are transplanted from the Midwest, unable to cope within 
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their new environment and consequently had ³FRPH WR&DOLIRUQLD WRGLH´ (West 180). 
The transplants are unable to find satisfaction in the transitory fulfilments of 
consumerism where gratification is endlessly deferred and where to have an identity is 
to perform a role; they are consigned merely to stare at their better adjusted 
FRXQWHUSDUWVZLWKWKHLU³H\HVILOOHGZLWKKDWUHG´ (West 180).  
 
Masquerade and the Survivor: 
                  In :HVW¶V QRYHO the two groups of migrants, the masquerades and 
transplants, are compared in terms of their clothing: the masquerades are described as 
ZHDULQJ³IDQF\GUHVV´ that bears no resemblance to their day-to-day activities; whereas 
the Midwest transplDQWV¶FORWKLQJ LVGHVFULEHGDV³sombre and badly cut, bought from 
mail-RUGHU KRXVHV´ (West 180). The inhabitants of Los Angeles are thus defined in 
terms of their consumption, and for the masquerades their clothing is a part of the 
performance that constitutes their identity. In 7KH (\H¶V 0LQG, Karen Jacobs defines 
these two people in terms of their respective relationship to Hollywood. Unlike the 
Midwest transplants, the ³native masqueraders´ are active participants in Hollywood 
DQG³appear to be constructed by and continuous with WKHQHZLPDJHLQGXVWU\´ (Jacobs 
245).1 These masquerades are at home in the commodity culture of Hollywood and by 
using their dress as outward performance, they actively construct their identity. Thus 
adeptly manipulating their appearance, the masquerades are able to not only survive but 
even find happiness within the seemingly superficial society of spectacle. Consequently, 
³the natives appear to have an almost evolutionary advantage, deriving satisfactions 
from the exchange that elude their transplanted counterparts, whose awakened desires 




contrast to the mid-:HVW³WUDQVSODQWV´ZKRDUHOHVVDWHDVHLQWKHLUHQYLURQPHQW 
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exceed WKH SRVVLELOLW\ RI IXOILOOPHQW´ (Jacobs 250). The masquerades learn to find 
satisfaction in the midst of the seemingly false promises of happiness made by 
consumer culture.  
                     The masquerade persona can be aligned with a postmodern conception of 
the subject and can also EH DVVRFLDWHG ZLWK ³VXUYLYRUV´ Mariah Wyeth and Oedipa 
Maas, WKHSURWDJRQLVWVRI'LGLRQ¶VPlay It As it Lays (1970) DQG3\QFKRQ¶VThe Crying 
of Lot 49 (1966). These survivors find a way to cope and exist within a postmodern, 
fragmented landscape of Los Angeles where ultimate meaning and fulfillment are 
illusory. The progression toward a postmodern performative identity that occurred as a 
consequence of the developing Hollywood film industry is demonstrated in the second 
FKDSWHUE\FRPSDULQJ WKHFKDUDFWHURI0RQURH6WDKU LQ)6FRWW)LW]JHUDOG¶V The Last 
Tycoon ZLWK6DPP\*OLFNLQ%XGG6FKXOEHUJ¶VWhat Makes Sammy Run? Both novels 
ZHUH SXEOLVKHG WKH VDPH \HDU  EXW )LW]JHUDOG¶V SRVWKXPRXVO\ DQG XQILQLVKHG
Both protagonists can be considered Hollywood ³players´ Monroe Stahr represents an 
older model of a subject who is principally interested in pioneering the film industry as 
an artistic medium, whereas Sammy Glick represents a new model who is concerned 
solely with the industry as a means of self-advancement6WDKU¶VROG-world benevolence 
means he is unable to survive in the increasingly ruthless nature of the industry, unlike 
Sammy who has no qualms about using any means necessary to ensure his own success. 
The performative subject that Sammy represents can be further aligned with survivors 
0DULDK:\HWK DQG2HGLSD0DDV IURP-RDQ'LGLRQ¶V Play It As it Lays, published in 
DVZHOODV7KRPDV3\QFKRQ¶VThe Crying of Lot 49, published in 1966. Mariah 
and Oedipa find ways to cope with the apparently meaningless postmodern city of Los 
Angeles. The writing of Joan Didion and Thomas Pynchon reflects the turbulent 
atmosphere of 1960s society and the changing cityscape of Los Angeles. An 
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H[DPLQDWLRQ RI 'LGLRQ¶V Play It As it Lays DQG 3\QFKRQ¶V The Crying of Lot 49 
demonstrates the effect on the individual made by the peculiar ethos of Los Angeles 
society.  
                   The concept of survival is exemplified in Carey McWilliams description of 
the successful migrant, in his account of California during its boom years, California: 
The Great Exception. According to McWilliams, the successful migrant is characterised 
in terms of their ability to easily adjust to their new life as well as their restless energy. 
This VDPHHQHUJ\³kept them in motion, jostling them about, and sweeping them here 
DQG WKHUH´ (McWilliams 65). The restlessness and sense of anticipation that 
characterises the Californian mind-set is best described by Joan Didion in her essay 
³1RWHV)URPD1DWLYH'DXJKWHU´ in which she LGHQWLILHVDQDZDUHQHVV³that things had 
better work here,´ because &DOLIRUQLDLVWKHSODFH³where we run out of QWLQHQW´ (Didion 
Slouching Toward Bethlehem 172). Due to the geographical position of California, 
being at the most Western extreme of the continent, the place and the people came to 
represent the culmination of Manifest Destiny. Consequently, the mind-set of the 
Californian migrant is a peculiar one, filled with the knowledge that they represent the 
apogee of the American Dream. With nothing to lose, the typical migrant acts out their 
dreams through consumption, in their outfits and housing, actively constructing their 
identity as performance. The successful Californian migrant is typified in the 
masquerade IURP:HVW¶VThe Day of the Locust. With relation to commodity fetishism 
and postmodern theorists as well as -XGLWK %XWOHU¶V WKHRU\ of gender identity as 
performance, this project demonstrates how the Hollywood film industry created the 





The Female Image, Los Angeles and the Commodity Fetish:  
                 Within the context of the Hollywood culture that developed during the first 
half of the twentieth century, the female image came to exist as a commodity. The 
image of the female movie star projected on screen created a seductive surface, which is 
embodied in the figure of the femme fatale in American film noir cinema of the 1940s.  
Laura Mulvey describes the power of the female image on screen:  
Just as an elaborate and highly artificial, dressed-up, made-up appearance 
HQYHORSVWKHPRYLHVWDU LQ³VXUIDFH´VRGRHVKHUVXUIDFHVXSSO\DJORVV\IURQW
for the cinema, holding the eye in fascinated distraction away from its 
mechanics of production.                                                                 (Fetishism 52) 
                                                                                              
The feminine image distracts from the woman in a same way as the fetishizing of a 
SURGXFW¶VVWDWXVDVDFRPPRGLW\GLVWUDFWVIURPLWVYDOXHDVDUHVXOWRIODERXUKarl Marx 
describes a process of distraction at work in the creation of commodity, whereby due to 
the attribution of exchange-value the labour process is no longer visible, thus a 
³P\VWHULRXV´ aQG ³WUDQVFHQGHQW´ commodity becomes an object of fetish (42). The 
process of attributing exchange-value onto a work of labour separates it from man; 
disguising its use-value in the same way that the feminine image distracts from a 
woman. Like the woman taking on a feminine attire, the commodity takes on a 
³VHGXFWLYHVKHHQ´ as it competes in the marketplace (Mulvey Fetishism 4).   
                    According to Marx, the attribution of value ³converts every product into a 
VRFLDOKLHURJO\SKLF´ (45). The object of utility, by becoming a commodity and stamped 
with an exchange-value, is transformed into a social product that exists in relation to 
other commodities. Just as a structuralist view of language dictates that words exist in 
relation to each other separated from the objects they represent, by being an exchange-
value a commodity relates to other commodities in a form of communication that is 
separate from their underlying object of utility. The commodity has autonomous and 
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objective status in addition to assuming an indecipherable and mystical nature. The 
enigmatic nature of the commodity is shared with the femme fatale. Raymond Chandler 
portrays his female characters and the city of Los Angeles as deceptive and artificial. 
Mavis Weld in The Little Sister (1949) is often described as expressionless, leaving 
Marlowe unable to interpret her motives. Furthermore, the city of Los Angeles is 
characterised by Marlowe in terms of its deceptive neon lights which fool the viewer. 
Similarly, Thomas Pynchon describes Los Angeles as indecipherable in his postmodern 
novel The Crying of Lot 49 (1966). Protagonist Oedipa Maas compares the sprawling 
houses to the circuit card of a transistor radio, the swirling pattern of the houses seen 
from above had ³a hieroglyphic sense of concealed meaniQJ « DQ LQWHQW WR
FRPPXQLFDWH´ (Pynchon 15). Accordingly, both the portrayal of woman and the city of 
Los Angeles in fiction from Chandler to Pynchon can be interpreted in terms of the 
commodity.  
                  The population boom of the 1940s, caused largely by the aeronautical 
industry, meant that towns came into existence almost instantly. McWilliams describes 
how Westchester, originally merely a name on a map signifying a large vacant lot near 
Los Angeles Municipal Airport, emerged miraculously like a new product on the 
marketplace and can be associated with the appeal of a commodity:   
Everything about Westchester was new and shiny: its streets, its homes, its 
growing shopping centers, its schools. It is trim and neat and painfully new. As 
cities go, it is about the newest thing in California. It is as though someone had 
waved a magic wand and a city had suddenly appeared.                                  (14) 
 
7KHFLW\¶VVKLQHFDQEHSDUDOOHOHGZLWKthe seductive sheen of the commodity fetish, an 
attribute shared with the female cinematic image. The commodity acquires this 
attractive surface nature as it competes in the marketplace; losing all marks of 
production by shedding its use-value, the commodity becomes only an exchange-value 
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and thus a fetish.  Furthermore, the PDJLFDOQDWXUHRI:HVWFKHVWHU¶VHPHUJHQFHUHFDOOV
0DU[¶VGHVFULSWLRQRIWKHFRPPRGLW\DVP\VWLFDOAs I will explore in the first chapter, 
the cinematic figure of the femme fatale is defined in terms of her seductive surface and 
mysterious nature. These attributes are epitomised in the character of Faye Greener in 
:HVW¶VThe Day of the Locust, who is described DV³WDXWDQGYLEUDQW´ (212). Once more, 
Faye LV OLNHQHG WRD ³shin\QHZVSRRQ´ZLWK³SDOHJOLWWHULQJKDLU´ (West 212). Such 
descriptions associate Faye with the seductive surface of the commodity fetish which 
can also be seen in the towns and architecture of Los Angeles.   
                 This project explores how both the female image and the landscape of Los 
Angeles, by sharing attributes with the commodity fetish, came to exist as spectacle. 
Because the feminine image of woman on screen functions as fetish, images of women 
are particularly susceptible to becoming spectacle. Mulvey describes how the image of a 
womDQRQWKHFLQHPDWLFVFUHHQ³achieves a pDUWLFXODUVSHFWDFXODULQWHQVLW\´ (Fetishism 
14). Similarly, *X\'HERUG¶VThe Society of the Spectacle, published in 1967, testifies 
to the extension of commodification to every area of life including people and places. 
However, dHFDGHVEHIRUH'HERUG¶VZRUN, such authors as West and Chandler explored 
the effect of mass culture upon society. Consequently, their novels provide early 
illustrations of the effects of consumer culture as well as spectacle in human and 
societal form. In his 1949 novel, The Little Sister, &KDQGOHU FDOOV &DOLIRUQLD ³the 
department-store state,´beFDXVHLWKDG³the most of everything DQGWKHEHVWRIQRWKLQJ´ 
(Chandler LLON 451).2 Contemporaneous with West and Chandler is Theodor Adorno 
DQG 0D[ +RUNKHLPHU¶V critique of American consumer society, The Dialectic of 
Enlightenment, which warned of the de-humanising effects of mass culture upon the 
individual DQG VRFLHW\ ,Q KLV HVVD\ ³The Culture Industry: Enlightenment as Mass 
                                                          
2
 The Lady in The Lake and Other Novels. 
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'HFHSWLRQ´$GRUQRDQG+RUNKHLPHUZULWH WKDW³[c]ulture today is infecting everything 
ZLWK VDPHQHVV´ (94). According these authors, the epidemic of cultural homogeneity 
and consumerism extended to town-planning in California. Adorno and Horkheimer 
describe how the new bungalows built on the outskirts of town are flimsy in structure 
and invite their users to throw them away after short use just like tin cans (Adorno and 
Horkheimer 94). Consequently, even houses function as commodities within the culture 
LQGXVWU\ RI &DOLIRUQLD DQG WKHLU HODERUDWH IDFDGHV DUH LQGLFDWLYH RI WKH FRPPRGLW\¶V
seductive surface. The British architect Reyner Banham in Los Angeles: An 
Architecture of Four Ecologies (1971), highlights a tendency toward fantastical façade 
in Californian architecture, which is most apparent in commercial buildings that are 
structurally plain with elaborately decorated exteriors. Thus the image of the femme 
fatale and the architectural facades of houses in Los Angeles have in common with the 
commodity fetish their seductive surface.  
 
Pastiche and Postmodernism: 
                     The highly elaborate as well as eclectic architectural facades of Los 
Angeles and the fDQF\ GUHVV RI LWV LQKDELWDQWV FDQ EH UHODWHG WR )UHGHULF -DPHVRQ¶V
concept of the postmodern practice of pastiche. This practice suggests that an original, 
personal style is no longer possible and that there can only be imitation, thus marking 
the disappearance of the individual subject (Jameson 3DVWLFKHLV³like parody, the 
imitation of a peculiar or unique, idiosyncratic style, the wearing of a linguistic mask, 
speech in D GHDG ODQJXDJH´ (Jameson 17). According to Jameson, originality is no 
longer possible and imitation is the only alternative. This conclusion has profound 
implications for considering the individual subject. For if one cannot be original, instead 
imitation and performance constitute RQH¶VLGHQWLW\. ,Q:HVW¶VThe Day of the Locust, 
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femme fatale )D\H *UHHQHU¶V H[LVWHQFH LV SXUHO\ SHUIRUPDWLYH 6KH LV GHVFULEHG DV
performing a series of gestures ZKLFK ZHUH ³FRPSOHWHO\ PHDQLQJOHVV´ (West 212). 
)D\H¶VSHUIRUPDQFHFDQEHGHILQHGDVSRstmodern pastiche, a type of parody devoid of 
deeper meaniQJ)D\H¶V gestures are artificial and overly elaborate but it is the only way 
she knows how to behave.  
                         Elsewhere in The Day of the Locust :HVW¶V GHVFULSWLRQ of a male 
FDEDUHW VLQJHU¶V LPLWDWLRQRI DZRPDQ VXJJHVWV WKDW LGHQWLW\ consists of performance, 
EHFDXVH³[t]his dark young man with his thin, hairless arms and soft, round shoulders, 
who rocked an imaginary cradle as KHFURRQHGZDVUHDOO\DZRPDQ´:HVW2QFH
PRUH ³[w]hat he was doing was in no sense parody; it was too simple and too 
restraLQHG,WZDVQ¶WHYHQWKHDWULFDO´ (West 261). The man was not parodying a woman 
but he really was a woman. It is after the performance when the cabaret singer leaves 
WKH VWDJH DQG ³EHFRPHV D PDQ´ again that he is described as acting, because ³[h]is 
imitation oIDPDQZDVDZNZDUGDQGREVFHQH´ :HVW7KHVLQJHU¶VSHUIRUPDQFHDV
a woman is his identity. :HVW¶VDVVHVVPHQWRIWKHFDEDUHWVLQJHU¶VDSSDUHQWO\DUWLILFLDO
performance suggests that such surface performance previously thought to be signs of 
LGHQWLW\ DUH LQ IDFW RQH¶V LGHQWLW\. Baudrillard similarly writes, with regard to the 
hyperreal, that ³[i]t is no longer a question of imitation, nor duplication, nor even 
parody. It is a question of substituting the signs of the real for WKHUHDO´(Baudrillard 2). 
Such performative signs are the only reality available, and by extension, the apparent 
artificiality of Hollywood and its players can be questioned. 
                :HVW¶VGHVFULSWLRQRIWKHFDEDUHWVLQJHUDQGWKHUHYHODWLRQWKDW performance is 
identity, can be used as a starting point for reconsidering Los Angeles and its 
inhabitants.  Baudrillard similarly examines the concept of reality with regard to Los 
Angeles in Simulacra and Simulation. In his discussion of the apparently unreal 
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Disneyland and its relation to the nearby city of Los Angeles, Baudrillard questions the 
status of such categories as the real and the imaginary:  
Disneyland is presented as imaginary in order to make us believe that the rest is 
real, whereas all of Los Angeles and the America that surrounds it are no longer 
real, but belong to a hyperreal order and to the order of simulation. It is no 
longer a question of false representation of reality (ideology) but of concealing 
the fact that the real is no longer real, and thus saving the reality principle.   
                                                                                                  (Baudrillard 12-13)   
 
 
Although Baudrillard is stating that Los Angeles is not real, his logic implies that there 
is no real to which something artificial can be contrasted. As a result, %DXGULOODUG¶VOLQH
of argument demands a re-evaluation of Los Angeles as well as reinforcing the concept 
of the self as performance. For if the surface signs of reality are in fact the only reality, 
then by extension the performative signs of identity are RQH¶VLGHQWLW\Furthermore, this 
theory of self is confirmed by Judith Butler and her theory of gender identity. In Gender 
Trouble, Butler suggests WKDW ³identity is performatively constituted by the very 
µH[SUHVVLRQV¶ WKDW DUH VDLG WR EH LWV UHVXOWV´ (Butler 34). As a consequence, the 
consumerist image culture of Hollywood helped create an environment where to 
perform a role is to possess an identity, and this is best illustrated by the suitably 














Women and Image: Exploring the Depiction of Women in Selected Fiction 
Through the Figure of the Femme Fatale.  
  
                   In this chapter I examine the fictional portrayal of women with relation to 
the femme fatale in selected works by Raymond Chandler, Nathanael West and 
Vladimir Nabokov. The femme fatale is a potent and powerful image representation of 
woman, and in her 1940s film noir incarnation she is an ideological representation of 
male societal fears and desires regarding female sexuality. I will explore the femme 
fatale with relation to fetishism, in order to illustrate how the image of woman on 
screen shares with the commodity its seductive surface that can be paralleled with Los 
$QJHOHV¶DUFKLWHFWXUH3DUDGR[LFDOO\LWLVWKHfemme fatale¶VOLNHQHVVWRWKHFRPPRGLW\
fetish and her surface nature that allows for the possibility of empowerment. The femme 
fatale is a mythical figure subject to appropriation by different ideologies. Consequently 
it is within her existence as myth that the meaning of the femme fatale can change and 
subvert the ideology that it originally represented. Crucial to this chapter is a 
consideration of the interaction between visual media and fiction. In particular, I 
examine the impact upon selected fiction made by the burgeoning film industry in the 
1930s and µ40s with its mass-produced images of women. Such images of women 
function in terms of processes of desire and the deferral of gratification that are 
DVVRFLDWHGZLWKPDVVFXOWXUH,FRQVLGHUWKHDXWKRUV¶UHODWLRQWRWKHILOPLQGXVWU\ZKLFK
can be seen in terms of a cycle of resistance and complicity that can be paralleled with 
ZRPDQ¶V UHODWLRQ WR KHU RZQ LPDJH 7KHVH ZULWHUV LPSOLFLWO\ H[SOore the association 
between Hollywood and pornography to demonstrate how both industries turn women 
into commodities through the production of images.  
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 The Femme Fatale as a Product of Changing Twentieth-Century Gendered Visual 
Relations: 
                          Due to technological advancements, two World Wars as well as other 
factors, the twentieth century was a time when the traditional roles of men and women 
were called into question. Consequently the relationship between the two sexes, which 
is primarily a visual as well as a sexual one, was also in a state of upheaval. The visual 
relationship between the genders, as well as that between a woman and her own image 
became further complicated by technological developments in the area of photography 
and film. Whilst mass produced images of women could be a source of control over 
women, women themselves increasingly sought to manipulate their own image and 
consequently resist male containment and control. The development of photography 
during the nineteenth century created epistemological doubt regarding the relationship 
between vision and knowledge. Such doubt had an impact upon the visual relationship 
between the sexes. In Ways of Seeing, John Berger defines traditional, visual gender 
relations with the statement that ³men act women appear,´ thus contrasting the male, 
active gaze with female passivity (41). Berger explains that a woman does not merely 
appear in the eyes of others but she also internalizes the male gaze and learns to survey 
herself as she functions within VRFLHW\ ,Q WKLV ZD\ ZRPHQ DUH ³almost continually 
DFFRPSDQLHGE\KHURZQLPDJH´ (Berger 40). Within societal visual relations, a woman 
possesses a type of double consciousness, because in addition to their own perspective, 
women are also aware of how they are perceived and the potential power their 
appearance can have over others. This chapter will explore how this double 
consciousness is exemplified in the femme fatale.  
                           7KH RSHQLQJ RI &KDQGOHU¶V The Big Sleep, first published in 1939, 
foregrounds the visual nature of gender relations and the changing roles of the sexes 
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during the twentieth century, as well as foreshadowing a key theme in the novel. Philip 
Marlowe describes the ostentatious entrance to the Sternwood family mansion:  
Over the entrance doors, which would have let in a troop of Indian elephants, 
there was a broad stained-glass panel showing a knight in dark armour rescuing 
DODG\ZKRZDVWLHGWRDWUHHDQGGLGQ¶WKDYHDQ\FORWKHVRQEXWVRPHYHU\ORQJ 
and convenient hair. The knight had pushed the vizor of his helmet back to be 
sociable, and he was fiddling with the knots of the ropes that tied the lady to the 
tree and not getting anywhere. I stood there and thought that if I lived in the 
house, I woulGVRRQHURU ODWHUKDYH WRFOLPEXS WKHUHDQGKHOSKLP+HGLGQ¶W
seem to be really trying.                                                         (Chandler BSON 3)3 
                                                                  
0DUORZH¶VW\SLFDOly ironic description of a well-meaning but ineffectual knight echoes 
the story that follows. Through the stained-glass window the reader is presented with 
the familiar fairy tale of a knight saving the damsel by defeating some evil force, which 
is usually a dragon, and such a narrative is representative of traditional roles for men 
and women. However, as the novel illustrates, this paradigm has become obsolete 
because relations between the sexes are in a state of flux. As a consequence of the 
changing role of women within society, the grateful damsel-in-distress act is merely one 
RIPDQ\WKDWDZRPDQFDQSHUIRUP,Q&KDQGOHU¶VQRYHOVZRPHQFDQQRWRUGRQRWZDQW
to be rescued. Furthermore, the overtly visual nature of the stained-glass window 
emphasizes how relations between the sexes revolve around looking and being looked 
at. 
                0DUORZH¶VFRQWHPSODWLRQRIDQRQJRLQJFKHVVJDPHH[HPSOLILHVKLVSRVLWLRQ
within the novel and the dilemma facing men as would-be knights in the twentieth  
century. SignificantO\0DUORZH¶VDWWHPSWWRJUDSSOHZLWKDQXQVROYDEOHFKHVVSUREOHP
comes after an encounter with CarPHQWKH6WHUQZRRGIDPLO\¶VZD\ward daughter, who 
represents a problem that cannot be solved by a knight. Marlowe declares that 
³[k]nights had no meaning in this gamH,WZDVQ¶WDJDPHIRUNQLJKWV´ (Chandler BSON 
                                                          
3
 The Big Sleep and Other Novels 
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111 0DUORZH¶V H[LVWHQWLDO FKHVV JDPH WKDW KH SOD\V DJDLQVW KLPVHOI UHSUHVHQWV KLV
inability to change the world in which he must act. Marlowe is surrounded by a corrupt 
society that is symbolized by the deception of women. Furthermore, he is powerless 
against these corrupt forces. However, despite this Marlowe ³continues to play his game 
of knighthood; it is the only one he knows and WKHUHLVQRRWKHUJDPHLQVLJKW´ (Fontana 
161). 0DUORZH¶V SRVLWLRQ is representative of a crisis in masculinity that has been 
caused by changing gender roles. Within the narrative of the novel, not only does 
Marlowe fail to complete his chivalric quest but Marlowe is implicated in the corruption 
he tries to defeat, as he becomes a part of the conspiracy to cover up the murder 
committed by Carmen. The uneasy ending of the novel signals the ³failure of romance 
as a genre DQGFKLYDOU\DVDSHUVRQDOFRGH´ (Fontana 160). Consequently, conventional 
gender roles no longer apply iQ&KDQGOHU¶VFRUUXpt, post-romantic Los Angeles.    
                Out of place in this world where men can no longer be knights, Marlowe is 
FKDUDFWHUL]HGDVDORQHUDQGF\QLFH[LVWLQJLQDQLQKRVSLWDEOHHQYLURQPHQW0DUORZH¶V
alien status becomes more prRQRXQFHGLQ&KDQGOHU¶VODWHUQRYHOThe Little Sister, first 
published in 1949. The novel is populated by female characters that cannot or do not 
want to be saved; once more, they are not what they seem. The seemingly deceptive 
nature of appearances that is a symptom of the uncertain world Marlowe inhabits, is 
displaced onto women:  
The seductive power attributed to the figure of the femme fatale in film noir 
exemplifies the disparity between seeming and being, the deception, instability, 
and unpredictability associated with woman.                                        (Doane 46)    
                                                                                                                   
Aspiring actress and deceptive femme fatale DVZHOODV0DUORZH¶s principal love interest 
in the novel, Mavis Weld, is far from a damsel-in-distress. It becomes apparent that 
Marlowe is unable to help Mavis despite his best chivalric intentions. During one such 
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interaction Marlowe says to Mavis that ³µ<RX¶UHJRLQJWRIind this hard to believe. But I 
came over here with the quaint idea that you might be a girl who needed some help ± 
and would find it rather hard to get anyone you could bank on¶´&KDQGOHULLON 448). 
0DUORZH¶VQREOHLQVWLQFWVDUHFRQIRXQGHGE\0DYLV¶LF\demeanor and as the unfolding 
drama reveals, Mavis proves capable of looking after herself. After this encounter, 
Marlowe takes a drive and contemplates the corrupt, unreadable world he is surrounded 
by. Marlowe thus concludes that ³VRPHWKLQJ LVQ¶WZKDW LW seems and the old tired but 
always reliable hunch tells me that if the hand is played the way it is dealt the wrong 
SHUVRQ LVJRLQJ WR ORVH WKHSRW´ (Chandler LLON 451). The parallel is made between 
Marlowe navigating the city and the playing of cards, whLFK HPSKDVLVHV WKH FLW\¶V 
deceptive environment, in which Marlowe struggles to read his opponents. As 
exemplified by the chess game in The Big Sleep, Marlowe faces situations where he is 
unable to identify what action is required. Marlowe inhabits a new and unfamiliar world 
where the old rules no longer apply. HHGHVFULEHVKLV HQYLURQPHQW DV ³a cold half-lit 
world where always the wrong thLQJ KDSSHQV DQG QHYHU WKH ULJKW´ (Chandler BSON 
0DUORZH¶VSHUYDGLQJSHVVLPLVPLVV\PSWRPDWLFRIDFULVLVLQPDVFXOinity and his 
inability to fulfill a traditional male role. 
                    In The Big Sleep, Carmen Sternwood is symbolized by the naked damsel in 
WKHVWDLQHGJODVVSDQHO'XULQJ0DUORZH¶VILUVW HQFRXQWHUZLWK&DUPHQVKHSK\VLFDOO\
falls back into MarORZH¶VDUPVLQDSDURG\RIWKHGDPVHO-in-distress scenario. Carmen 
performs this action suddenly and catches Marlowe unawares, and KH VD\V ³I had to 
catch her or let her crack her head on the tessellDWHGIORRU´ (Chandler BSON 5). There is 
a sense of violence rather than romance in this encounter between Marlowe and 
&DUPHQ$VWKHQDUUDWLYHXQIROGVZHUHDOL]H&DUPHQFDQQRWEHVDYHGGHVSLWH0DUORZH¶V 
best efforts, because the evil force resides within her and is not an external evil, such as 
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a dragon that caQEHSK\VLFDOO\VOD\HG&DUPHQ¶VLQWHUQDOPRQVWHULVDOVRDXWRQRPRXV
DQGQRWIXOO\LQKHUFRQWURO&DUPHQ¶VUHFDOFLWUDQWEHKDYLRULVDWWULEXWed to her epileptic 
condition: ³when this internal monster of epilepsy possesses Carmen, it drives her, 
independently of her will, to aFWVRIVRFLDOH[FHVVDQGPXUGHU´ (Fontana 160). Carmen 
does not remember her actions during her epileptic episodes. Evil is embodied by a 
seductive woman and this force has a power of its own, just like the power of the femme 
fatale, with whom Carmen is aligned. Carmen is repeatedly described in terms of 
animal imagery, for example when Marlowe first meets KHUKHQRWHVKHU ³little sharp 
predatory teetK´ (Chandler BSON 4). When Carmen turns on Marlowe during one of 
her fits she hisses and her face transforms; she thus EHFRPHV ³[a]ged, deteriorated, 
becomHDQLPDODQGQRWDQLFHDQLPDO´ (Chandler BSON 156). Carmen is described as 
bestial and primitive, almost inhuman. Such animal imagery suggests the dangers of 
unrestrained female sexuality, as well as the autonomous power epitomized by the 
femme fatale. 
 
The Femme Fatale¶V3RZHUDV0\WK            
                The femme fatale¶VSRZHULV³of a peculiar sort insofar as it is not subject to 
conscious will, hence appearing to blur the opposition EHWZHHQSDVVLYLW\DQGDFWLYLW\´ 
(Doane 2). The femme fatale possesses a power that is external to herself. The figure 
complicates the traditionally passive female role; although she may continue to be 
defined in terms of her image, she also resists the male defining gaze as she increasingly 
controls and manipulates her own image. The femme fatale¶VSRZHULVDPELJXRXVDQG
complex, as well as never completely in her own control, nor is it ever fully controlled 
by others, as seen with Carmen in The Big Sleep6LPLODUO\ )D\H*UHHQHU LQ:HVW¶V
The Day of the Locust constitutes a powerful source of attraction for other characters. 
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Although aware of her own power, Faye cannot always control its effects, as illustrated 
E\ +RPHU¶V DFWLRQV DIWHU )D\H OHDYHV KLm. The femme fatale figure has a powerful 
meaning that changes. Femme fatales such as Phyllis Dietrichson in Double Indemnity 
(1944) as well as Cora Smith in The Postman Always Rings Twice (1946) were 
portrayed as mercenary and heartless. In contrast, the femme fatale Gilda, in the film of 
the same name Gilda (1946), saw a more sympathetic portrayal of a woman mistreated 
by men, struggling to survive and resisting the control of men. This resistance can be 
seen in the very nature of the femme fatales¶ UHVSHctive images on screen. Whereas 
Phyllis and Cora are largely static, Gilda is the opposite. The first shot of Gilda on 
screen is her flicking her hair back, and throughout the film she is seen dancing and 
singing as well as concealing and revealing her body with such items as gloves and 
masks. See figures 1, 2 and 3 in the appendix. 
                            ,Q KHU HVVD\ HQWLWOHG ³0\WKV RI :RPHQ LQ WKH &LQHPD´ Claire 
Johnston outlines the division of women into types via their on-screen roles in the 
Hollywood film indXVWU\GXULQJWKHVDQGµV4 At a fundamental level, this 
division categorized women into good and bad. The femme fatale was originally an 
incarnation of the latter and consequently a threat to the masculine status quo. Extensive 
film theory explores how the femme fatale of 1940s film noir cinema was a 
UHSUHVHQWDWLRQRIDSDWULDUFKDOVRFLHW\¶VIHDUVUHJDUGLQJIHPDOHVH[XDOLW\0DQ\ZULWHUV
have argued that the figure was a product of a specific historical time and corresponding 
ideology.5 The femme fatale can be understood in relation to changing female roles as 
                                                          
4
 6LPLODUO\(UZLQ3DQRIVN\¶VHDUOLHUHVVD\³Style anG0HGLXPLQWKH0RWLRQ3LFWXUHV´ defines the two 
W\SHVRIZRPHQDV ³WKH9DPSDQG WKH6WUDLJKW*LUO´ which developed during the silent movie era; he 
GHVFULEHV WKHP DV WKH ³modern equivalents of the medieval personificatiRQV RI WKH 9LFHV DQG 9LUWXHV´ 
(Panofsky 286).   
5
 The ending of the Second World War and beginning of peacetime represented a turbulent and formative 
period. 1946 is considered the pivotal year of film noir production, when the term was first used, although 
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well as real or perceived promiscuity during the Second World War; she can also be 
seen as a response to the economic need for women to return to their traditional position 
in the home in order to vacate the job market for men returning from war. The nature of 
myth is to respond to changing needs within society as it both expresses and reproduces 
the ideologies necessary for the existence of a particular social structure (Place 47). 
+RZHYHU ³the fundamental character of the mythical concept is to be appropriated´ 
(Barthes 143). Myth is a second-order semiological system whereby that which is a sign 
in the first becomes a signifier in the second (Barthes 137). Even though the femme 
fatale functions as a sign in the first system, because it is myth she can become a 
signifier in another system and represent something different. The ability of myth to 
adapt to different ideologies also means that it is able to subvert them. Although the 
femme fatale was a product of a male-centered ideology and thus an object of desire, as 
a myth the femme fatale is able to change meaning and resist such objectification.  
                   Due to her mythological nature, the femme fatale is able to change meaning 
and contradict the patriarchal ideology that she originally represented. The function of 
any representation is to suppress contradiction through a process of aesthetic 
subversion. However, it is possible for a representation to work against the very 
ideology it originally represented (Glendhill 25). As previously mentioned, Phyllis 
Dietrichson in Double Indemnity (1944), is depicted as callous and cold-blooded, an 
adulteress and murderer. Whereas in the film Gilda (1946), although still identifiably a 
femme fatale, Gilda is portrayed as a victim of circumstance, trying to survive in a 
society that favors strong men. In this way the femme fatale subverts the very ideology 
that it originally represented. The femme fatale Phyllis Dietrichson, according to the 
contemporaneous dominant patriarchal ideology, is bad and represents a threat to 
                                                                                                                                                                          
film noir genre spans from throughout 1940s into the 1950s. As explored by Borde and Chaumeton ed.s, 
Cameron ed., Palmer, R. Barton, Alain Silver and James Ursini ed.s.  
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society, whereas femme fatale Gilda cannot be so easily identified as bad or a threat, 
thus she comes to subvert that same patriarchal ideology. Similarly, within a literary 
framework, femme fatales VXFK DV )D\H *UHHQHU LQ :HVW¶V Locust DQG 1DERNRY¶V
eponymous Lolita, whilst existing within the male narrative and thus defined by the 
male gaze, paradoxically actively resist this very containment by their seductive 
surfaces.   
 
The Femme Fatale¶V6HGXFWLYH6XUIDFH 
                        In addition to being a manifestation of societal fears regarding female 
sexuality, the femme fatale is a reflection of a crisis in the masculine identity, thus a 
projection of both PDOHDQ[LHW\DQGGHVLUH,WLVEHFDXVHRIZRPDQ¶VHVVHQWLDOGLIIHUHQFH
that she is a source of anxiety and consequently she is turned into such a powerful 
figure of desire. According to Laura Mulvey, an elaborate façade or surface is created in 
order to mDVNZRPDQ¶Vessential difference to man, which unconsciously poses a threat. 
The femme fatale is predicated on an ³LQVLGHRXWVLGHWRSRJUDSK\´ZKHUHE\D³VHGXFWLYH
VXUIDFH´ distracts the male gaze from a deadly threat beneath (Fetishism 55). Mulvey 
identifiHV D ³VXUIDFHVHFUHW RSSRVLWLRQ´ at work in the femme fatale whereby her 
seductive beauty masks her dark secret and destructive powers (Fetishism 47). The 
constructed nature of this surface implies that the threat which lies beneath is imagined; 
this surface represents the denial of vision and inability to accept the different nature of 
women, which causes the fixation on a substitXWHREMHFW0XOYH\ZULWHVWKDW³fetishism 
is born out of a refusal to see and to accept the difference the female represents for the 
PDOH´ (Fetishism 64). An idealized image of female sexuality is created that reflects 
male fantasy and desire. Thus woman is simultaneously transformed into a 
representational screen, whereby her image functions as a site of projection or reflection 
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wKLOVW KHU ERG\ LV OHIW DV DQ ³enigma and threat, condemned to return as symbol of 
DQ[LHW\´(Fetishism 64). Following this argument, Mulvey explains that the prevalence 
of woman as fetish within media imDJHVLOOXVWUDWHVKRZZRPHQDUH³simply the scenery 
onto which men projeFW WKHLU QDUFLVVLVWLF IDQWDVLHV´ (Mulvey Visual 13). Whilst 
0XOYH\¶VUHDGLQJRIZRPDQLQWHUPVRIFDVWUDWLRQDQ[LHW\LVLPSRUWDQWLWLVDOso useful 
WR FRQVLGHU KRZ VXFK ³QDUFLVVLVWLF´ fantasies are also socio-historically based.6 The 
femme fatale can be seen in terms of a feminine surface constructed in order to distract 
QRW RQO\ IURP ZRPDQ¶V HVVHQWLDO GLIIHUHQFH EXW DOVR IHDUV UHJDUGLQJ WKH FKDQJLQJ
societal role of women.  
                          $ZRPDQ¶VHVVHQWLDOGLIIHUHQFHWRPDQDnd consequently the threat she 
poses to the stability of the male subject and the certainty of his vision, causes the 
transformation of a woman into a secret, and a site of uncertainty and mystery. The 
figure of the femme fatale FRQVWLWXWHV³something which must be aggressively revealed, 
XQPDVNHG GLVFRYHUHG´ DQG LV ³fully compatible with the epistemological drive of 
narrative, the hermeneutic VWUXFWXUHRI WKH FODVVLFDO WH[W´ (Doane 1). This facet of the 
femme fatale LV UHODWHG WR ZRPDQ¶V KLVWRULF IXQFWLRQ within philosophy as the 
representation of an epistemological search for truth as well as resistance to it (Doane 
62). The femme fatale character represents the locus of mystery within the plot structure 
of film noir cinema. The detective hero must decipher her in order to solve the murder 
and often uncover monetary goods. The vagaries of the relationship between the 
detective hero and the femme fatale figure constitute the twists and turns of the story. 
7KLVFDQEHVHHQLQ3KLOLS0DUORZH¶VUHODWLRQVKLSZLWK0DYLV:HOGLQ&KDQGOHU¶VThe 
Little Sister. During their interactions, Mavis is taciturn and expressionless, leaving 
Marlowe unable to read her and interpret her PRWLYHV0DUORZHGHVFULEHVKRZ³there 
                                                          
6Julie Grossman in Rethinking the Femme Fatale in Film Noir warns of the dangers of psychoanalytic 
interpretations that abstract representations of women from the social world (2).  
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was no HPRWLRQ RI DQ\ NLQG LQ KHU IDFH´ (Chandler The Lady in the Lake and Other 
Novels 445). In the mind of the detective hero, the femme fatale LV ³never what she 
VHHPVWREH´ (Doane 1). The femme fatale is a chameleon figure, switching allegiance 
for her own aims. These aims are often the fulfilment of her own desires and ambition, 
which would be represented as bad ZLWKLQDSDWULDUFKDOVRFLHW\ZKHUHDZRPDQ¶VDLP
VKRXOGEHWKHIXOILOOPHQWRIDPDQ¶VGHVLUHV$OWHUQDWLYHO\, the femme fatale can be seen 
as a consequence of male societal expectations not being met. Furthermore, her 
changeability and the frequent switching of allegiance can be viewed as a response to 
this male environment where women have little or no economic power of their own; 
consequently the femme fatale¶VGHFHSWLYHQHVVDQGLQGHFLSKHUDELOLty is a necessary tool 
of survival.  
                          The seeming enigma of women as represented by the femme fatale, can 
be associated wLWKKLHURJO\SKLFODQJXDJH³[t]he woman, the enigma, the hieroglyphic, 
the picture, the image « a writing in images of the woman but not for her. For she is 
WKHSUREOHP´ (Doane 18). The woman thus constitutes a language of images. However 
her image does not exist for her but rather objectively for the benefit of others. And, 
although the hieroglyphic language is associated with indecipherability, it is also the 
mRVW UHDGDEOH RI ODQJXDJHV ,WV ³LPPHGLDF\´ and ³DFFHVVLELOLW\´ DUH ³functions of its 
status as a pictorial ODQJXDJH D ZULWLQJ LQ LPDJHV´ (Doane 18). Woman is not the 
enigma she first appears to be, in fact her image contains the possibility of wide social 
communication because the hieroglyphic languaJH LV³potentially the most universally 
XQGHUVWDQGDEOH´ of languages (Doane 19). Similarly, Marx describes commodity-
fetishism as a hieroglyphic and a social language. When a product of labour becomes a 
commodity it becomes autonomous. Marx writes that ³the commodity is a mysterious 
WKLQJ VLPSO\EHFDXVH LQ LW WKH VRFLDO FKDUDFWHURIPHQ¶V ODERXU DSSHDUV WR WKHPDV DQ
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objective character stamped upon a product of WKDWODERXU´ (Marx 43). This relationship 
between a product and its exchange-YDOXHFDQEHSDUDOOHOHGZLWKZRPDQ¶V UHODWLRQ WR
her feminine image.  
                        Like the commodity, where the product of labour or physical object is 
separate from the exchange-YDOXH WKDW LV VWDPSHG XSRQ LW ZRPDQ¶V LPDJH LV
autonomous and can be kept at a distance from herself. Exchange-value converts a 
product into a commodity and, as autonomous social entities, commodities exist with 
relation to one another. Similarly, spectacle constitutes a relation between autonomous 
images: ³a social relation between peRSOH WKDW LV PHGLDWHG E\ LPDJHV´ (Debord 12). 
Marx describes how WKH DWWULEXWLRQ RI YDOXH ³converts every product into a social 
KLHURJO\SKLF´ (45). In this way a FRPPRGLW\LV³P\VWHULRXV¶EXWLWDOVRKDVDQH[LVWHQFH
with relation to other commodities as a form of communication. To create commodity is 
to produce a social product just like with communication. Marx writes that ³for to stamp 
an object of utility as value, is just as muFKDVRFLDOSURGXFWDVODQJXDJH´ (45). Woman 
and her image share with the hieroglyphic language and with the commodity-fetish a 
dual, contradictory nature of being at once indecipherable and yet possibly universally 
understandable. Thus pDUDGR[LFDOO\DZRPDQ¶VSRZHUOLHVLQKHUFRPPRGLILHGLPDJH-
form, as epitomized in the femme fatale. Being indecipherable means she can resist the 
male defining gaze and yet the pictorial nature of her image also means she is a 
powerful female representation that can be understood by all.  
                          The female image on the cinematic screen triumphs as spectacle, and it 
is because of her power as an object of fetish that D ZRPDQ¶V image is particularly 
susceptible to becoming spectacle, achieving a particular intensity (Mulvey Fetishism 
14). The glossy seductLYH IHPDOH LPDJHKROGV WKH H\H ³in fascinated distraction away 
fURP LWV PHFKDQLFV RI SURGXFWLRQ´ (Mulvey Fetishism 14). Marx describes a similar 
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process with regard to the commodity, whereby its marks of labour are rendered 
invisible. A commodity EHFRPHV ³P\VWHULRXV´ DQG ³WUDQVFHQGHQW´ when it sheds its 
use-value and becomes an exchange-value (Marx /LNHWKHIL[DWLRQRQDZRPDQ¶V
feminine surface, fetishism lies in the attribution of exchange-value to a commodity 
which eclipses its use-YDOXH ,W LV YLWDO WKDW D FRPPRGLW\¶V PDUNV RI SURGXFWLRQ DUH
erased and that LW WDNHV RQ D ³VHGXFWLYH VKHHQ´ as it competes in the marketplace 
(Mulvey Fetishism 4). A parallel can be made between a commodLW\¶VVHGXFWLYHVKHHQ
and the image of the femme fatale. The fetish of the commodity takes on new and 
greater significance with regard to images of woman, especially on the cinema screen, 
and is best illustrated by the image of the femme fatale.7 
 
Female SSHFWDFOHDQG5HVLVWDQFHZLWKLQ&KDQGOHU¶V)LFWLRQ 
                 7KHH\HVRIZRPHQSOD\DQLPSRUWDQWUROHLQ&KDQGOHU¶VILFWLRQLQ WHUPVRI
male-IHPDOH UHODWLRQV DV ZHOO DV ZRPDQ¶V H[LVWHQFH DV VSHFWDFOH (\HV DUH DVVRFLDWHG
with both seduction and deception. When Marlowe finds Carmen after GeiJHU¶VPXUGHU
he describes how:  
Her eyes were wide open. The dark slate colour of the iris had devoured the 
SXSLO7KH\ZHUHPDGH\HV6KHVHHPHGWREHXQFRQVFLRXVEXWGLGQ¶t have the 
pose of unconscious. She looked as if in her mind she was doing something very 
important and making a fine job of it. Out of her mouth came a tinny chuckling 
QRLVHZKLFKGLGQ¶WFKDQJHKHUH[SUHVVLRQRUHYHQPRYHKHUOLSV  
                                                                                              (Chandler BSON 25)  
7KLVGHVFULSWLRQVXJJHVWVD VHQVHRIXQFHUWDLQW\ ZLWK UHJDUG WR&DUPHQ¶VPHQWDO VWDWH
and her consciousness. When Marlowe first encounters Carmen, and when she is 
definitely not in one of her epileptic episodes, a similar description is made. He says 
                                                          
7
 Technological developments in film during the 1940s allowed for improvements in the quality of 
FLQHPDWLF LPDJH )RU H[DPSOH ³VSHFLDO ODFTXHUV ZHUH GHYHORSHG WR JLYH ILOP SULQWV XQSUHFHQGHQWHG
VKHHQ´DQGQHZSURFHVVHVUHGXFHGJUDLQ+LJKDPDnd Greenberg 7). Such improvements helped facilitate 
the advent of film noir and importantly the femme fatale¶VLPDJHDQGLWVVHGXFWLYHSRZHU 
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that ³[h]er eyes were slate grey and had almost no exSUHVVLRQZKHQWKH\ORRNHGDWPH´ 
(BSON &DUPHQ¶VEODQNH[SUHVVLRQPHDQV0Drlowe is unable to read her. Carmen 
constitutes a puzzle and is impenetrable to the male gaze.  Like Carmen, Mavis Weld in 
The Little Sister SRVVHVVHVDEODQNXQUHDGDEOHH[SUHVVLRQ0DYLV¶VH\HV DUH similarly 
described as empty and she is expressionless (Chandler LLON 445). The emptiness and 
lack of emotion is unsettling to MarlowH DV LWPHDQVKH VWUXJJOHV WR LQWHUSUHW0DYLV¶
motives. The vacant expression seen in Carmen and Mavis is typical of the femme fatale 
and her characteristic indecipherability which enables her to block the defining male 
gaze. Furthermore, the emptiness of her eyes and expression means she can assume 
different emotions or roles and even different identities. As an actress, Mavis is adept at 
assuming different roles and manipulating her appearance. The association between 
Mavis and acting is made clear when Marlowe says that ³[s]he stared out of her own 
eyes for a brief instant before WKHDFWGURSSHGRYHUKHUDJDLQ´ (Chandler LLON 447). 
Such a description suggests acting is not just a career for Mavis but extends to her daily 
interactions, being adept at assumLQJ GLIIHUHQW JXLVHV $OWKRXJK D SHUVRQ¶V H\HV DUH
XVXDOO\ FRQVLGHUHG D PHDQV RI DFFHVVLQJ WKHLU WUXH FKDUDFWHU LQ &KDQGOHU¶V FRUUXSW
world they can no longer be relied upon as an indicator of honesty especially when it 
comes to women.  
                 MDUORZH¶V ILUVW HQFRXQWHU ZLWK &DUPHQ 6WHUQZRRG LQ The Big Sleep is 
centred on her eyes. Marlowe describes how Carmen uses her eyes in an attempt at 
enticement and also manipulation: ³she lowered her lashes until they almost cuddled her 
cheeks and slowly raised them again, like a theatre curtain. I was to get to know that 
trick. That was supposed to make me roll over on my bacNZLWKDOOIRXUSDZVLQWKHDLU´ 
(Chandler BSON 4). The comparison is made between her eyes and a theatre curtain, 
which reinforces the idea that the movement of her lashes is one of concealing and 
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revealing. The oscillation between bodily concealment and revelation is associated with 
desire, deception and with the allure of the femme fatale. Carmen is aware of the 
possible effect and power of her appearance, but Marlowe is experienced in dealing 
with such acts of female seduction. In The Little Sister 0DUORZHLQGXOJHVLQ2UIDPD\¶V
flirtations whilst suspecting that she is deceiving him. He calls Orfama\D³IDVFLQDWLQJ
OLWWOH OLDU´ but the reason Marlowe takes the case is precisely because there was 
³something in her eyes that was muFKROGHUWKDQ0DQKDWWDQ.DQVDV´ (Chandler LLON 
398). The deception of women is a part of the game that constitutes male-female 
relations. Marlowe is wise to ZRPDQ¶V SRZHU RI VHGXFWLRQ EXW FRQWLQXHV WR SOD\ WKH
game.  
                0DUORZH¶V LQWHUDFWLRQVZLWK2UIDPD\ LOOXVWUDWH WKH W\SLFDOG\QDPLFRIPDOH-
IHPDOH UHODWLRQV LQ &KDQGOHU¶V QRYHOV, which revolve around seduction as well as 
looking and being looked at. During one such encounter between Marlowe and 
Orfamay, he describes how ³[h]er upper lids drooped, fluttered a bit, and her lips came 
open a little farther. On them appeared the faint provocative smile that nobody ever has 
WR WHDFK WKHP´ (Chandler LLON 418). The last line suggests that women possess an 
instinctual provocative smile that they have no control over. This smile represents a 
power that exists independently of women and which is never entirely in their control 
and can be linked to the nature of representation and the power of the femme fatale. 
)XUWKHUPRUH2UIDPD\¶VJHVWXUHVRIVHGXFWLRQDUHILOP-like, which can be attributed to 
&KDQGOHU¶VSDUWLFXODUOLWHUDU\VW\OHDVZHOODVDQLQGLFDWRURIWKHLQIOXHQFHRIILOPXSRQ
human behavior and male-female relations. The influeQFHRIILOPLVW\SLILHGLQWKH³XS-
from-under-ORRN´ which becomes a reoccurring motif in The Little Sister. During one 
rendezvous between Marlowe and 2UIDPD\ KH GHVFULEHV KRZ VKH ³gave me the up-
from-under-look that made her e\HODVKHV FXW DFURVV WKH LULV´ (Chandler LLON 418). 
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0DUORZH¶V GHVFULSWLRQ VXJJHVWV WKDt he has seen the look before. It is a gesture of 
flirtation, but the look reoccurs in an unlikely place, from Oppenheimer, the boss of the 
studio where Mavis Weld is employed. Marlowe thus reflects that ³,ILJXUHGLWZDVMXVW
+ROO\ZRRG´ (Chandler LLON 486). This look exemplifies both the seduction of masses 
by film images and how Hollywood created new models of seduction.8 )URP2UIDPD\¶V
use of this look one can conclude that she is acting, which Marlowe suspects all along. 
2UIDPD\¶VEHKDYLRXULVPRGHOOHGRQWKHPRYLHVDQGVKHLPLWDWHVWKHJHVWXUHVDQGORRNV
of the femme fatales VKHKDVVHHQRQVFUHHQ6LPLODUO\ LQ1DERNRY¶V Lolita, Humbert 
imagines Lolita kissing him bacN ³DV +ROO\ZRRG WHDFKHV´ (Nabokov 48). The sharp, 
witty and at times seductive dialogue typical of the exchanges between the film noir 
hero-protagonist and the femme fatale can be seen as presenting a new model of male-
female interactions. As will be discussed later in this chapter, such a dynamic is 
demonstrated by Humbert and /ROLWD¶V UHODWLRQVKLSZLWKLQ1DERNRY¶V novel, in which 
they each take-on the role of noir hero and femme fatale. 
                  ,Q &KDQGOHU¶V ILFWLRQ WKH ILUVW PHHWLQJ EHWZHHQ 0Drlowe and a female 
character illustrates the dynamics of the male-female relationship as well as the function 
RIZRPHQDVVSHFWDFOH0DUORZH¶VLQWURGXFWLRQWR2UIDPD\LQThe Little Sister revolves 
DURXQGKHUDSSHDUDQFHDQG0DUORZH¶VDVVHssment of her; he dHVFULEHVDV³small, neat, 
rather prissy-looking girl with primly smooth EURZQKDLUDQGULPOHVVJODVVHV´ (Chandler 
LLON 389). The impression given to the reader is that Orfamay is prim and provincial. 
HowevHU 0DUORZH DOVR GHFODUHV WKDW ³nobody ever looked OHVV OLNH /DG\ 0DFEHWK´ 
(Chandler LLON 7KLVFRPSDULVRQVXJJHVWV2UIDPD\¶VDSSHDUDQFHLVDWRGGVZLWK
                                                          
8
 Chandler regularly describes how his characters exhibit behaviour which has been learnt from the 
movies. Such descriptions can be viewed as illustrative of the masses¶seduction by consumer culture via 
glossy cinematic images. In The Big Sleep Joe %URG\¶VYRLFHLVGHVFULEHGDV³the elaborately casual voice 
of the tough guy in the pictures. Pictures have made thePDOOOLNHWKDW´ (Chandler BSON 56). &KDQGOHU¶V
GHVFULSWLRQ RI WKH FLQHPD¶V effect on human behaviour are usually disparaging but Chandler himself 
played a crucial role in creating the archetypal tough guy of the movies, through both the adaptations of 
his novels into films and his work as a screenwriter.   
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her true nature and hints at what that might be. The rimless glasses that Orfamay wears 
are important; Marlowe descULEHV KRZ WKH JODVVHV JLYH KHU ³WKDW OLEUDULDQ¶V ORRN´ 
(Chandler LLON 389). A woman wearing gODVVHVLVDFKDUJHGV\PERODQG³one of the 
most intenVH YLVXDO FOLFKpV RI WKH FLQHPD´ (Doane 27). It is a cliché loaded with 
signification, connoting intellectuality and undesirability. The image of a bespectacled 
ZRPDQKDV³a power so strong that it indicates a moment of ideological danger or threat 
± the woPDQ¶VDSSURSULDWLRQRIWKHJD]H´ (Doane 27).  It signifies her ability to look as 
opposed to being looked at, thus constituting a reversal of visual relations. In the case of 
Orfamay her glasses indicate not only knowledge but deception. Marlowe suspects that 
her appearance is a façade, which can be inferred from his reference to her glasses as 
³FKHDWHUV´ (Chandler LLON 390). Furthermore, when she makes a grammatical mistake 
he corrects her, saying to her µ³,I\RX¶UHJRLQJWRZHDUWKRVHULPOHVVJODVVHV\RXPLJKW
DWOHDVWWU\WROLYHXSWRWKHP´¶ (Chandler LLON 391). This not only suggests that her 
glasses are associated with intellect but that with regard to Orfamay there is a 
GLVFUHSDQF\EHWZHHQKHUDSSHDUDQFHDQGKHUUHDOVHOI7KHLQDXWKHQWLFLW\RI2UIDPD\¶V
appearance is also illustrated in the way she unhesitatingly changes it upon 0DUORZH¶V
suggestion of a more Hollywood look. Finally, OrfamD\¶V JODVVHV DUH UHPRYHG ZKHQ
she kisses Marlowe, which according to the cinema cliché signifies that she is no longer 
a threat and thus transformed into a spectacle and object of desire (Doane 27).9   
                    As with the wearing of glasses, the veiled woman also represents a 
resistance to the male gaze. Mavis Weld first appears in The Little Sister veiled and in 
fulfillment of the femme fatale role poses a physical danger to Marlowe. Mavis knocks 
                                                          
9
 In The Big Sleep the association between women and glasses is complicated. According to the cinema 
cliché, glasses signify knowledge and thus undesirability. Interestingly, the woman in bookstore across 
WKH URDG IURP *HLJHU¶V VKRS ZHDUV JODVVHV DQG JLYHV 0DUORZH D GHVFULSWLRQ RI *HLJHU, thus she is 
presented as possessing knowledge as well as being an object of desire. With the use of the glasses motif 
Chandler plays with such cinematic clichés, as well as illustrating how such cinematic symbols can be 
appropriated and change meaning (Chandler BSON 20).  
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Marlowe unconscious, causing a literal disturbance to his gaze as well as his ability to 
LQYHVWLJDWH 0DYLV¶ YHLOHG DSSHDUDQFH LV VLJQLILFDQW EHFDXVH WKH YHLOHG ZRPDQ
exemplifieV WKH ³SUHFDULRXVQHVV RI YLVLRQ´ (Doane 46). The veil has a contradictory 
function as it constitutes a deception in itself but also makes visible the deception that 
cannot be seen because it stabilizes the unstable ± female sexuality (Doane 46). 
Furthermore, if femininity is conceived of as surface, the veil introduces a 
³VXSSOHPHQWDU\VXUIDFH´ (Doane 48). It creates a profundity and a depth-surface binary 
where there is none. The veil creates a deception that is illusory, concealing the fact that 
woman has in fact nothing to conceal (Doane 57). Whilst the veil is characterized by its 
opacity and ability to frustrate the gaze, it also provokes the gaze. When used to 
represent the seductive power of femininity, the veil simultaneously conceals and 
reveals. Veiling represents both the deception and seduction of female sexuality, thus 
paradoxically both facilitates and blocks vision ('RDQH0DUORZH¶VHQFRXQWHUZLWK
Mavis is characterized by this juxtaposition of frustration and enticement of the male 
JD]H DV H[HPSOLILHG E\ WKH WURSH RI YHLOLQJ $OWKRXJK LQFRQYHQLHQFHG E\ 0DYLV¶
actions, Marlowe also finds enjoyment in them. DespitH0DUORZH¶VLQDELOLW\WRVHHKHU
he still flirts with Mavis, telling her that he likes looking at her and likes the sound of 
her voice. Furthermore, as Marlowe is knocked unFRQVFLRXVKHGHVFULEHVKRZKLV³hand 
touched a leg in a nylon stocking, but slipped off, which seemed a pity. It felt like a nice 
OHJ´ (Chandler LLON  7KH DWWHQWLRQ SDLG WR 0DYLV¶ OHJV LV important as it 
represents her existence as spectacle as well as a danger.10  
                                                          
10
 Janey Place interprets WKHH[KLELWLRQRIDZRPDQ¶VOHJVLQDfilm noir as phallic, symbolizing her ability 
to be a match for the male hero (Place 55). Lengthy screen-time is given to female legs whilst introducing 
the femme fatale figure in films noir, such as Double Indemnity (1944) and The Postman Always Rings 
Twice (1946). For example, see figure 2 in appendix. 
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                   The descriptions of female characters in &KDQGOHU¶s novels revolve around 
their existence as spectacle. As with Mavis Weld, when Marlowe first meets Vivian 
Sternwood in The Big Sleep, his attention is focused on the display of her legs: 
She was worth a stare. She was trouble. She was stretched out on her 
modernistic chaise-longue with her slippers off, so I stared at her legs in the 
sheerest silk stockings. They seemed arranged to be looked at. They were visible 
to knee and one of them well beyond. The knees were dimpled, not bony and 
sharp. The calves were beautiful, the ankles were long and slim with enough 
melodic line for a tone poem.                                                (Chandler BSON 13) 
                                                                           
0DUORZHGHVFULEHV9LYLDQ¶VOHJs with intricate detail and goes so far as to compare the 
linHRIKHUOHJVWRPXVLFOLNHD³WRQHSRHP´ Later Marlowe even personifies her legs, 
saying that ³>W@KH\¶UH YHU\ VZHOO OHJV DQG LW¶V D SOHDVXUH WR PDNH WKHLU DFTXDLQWDQFH´ 
(Chandler BSON 14). The GHWDLOHG GHVFULSWLRQ FRPSRXQGV 9LYLDQ¶V H[LVWHQFH DV
spectacle. The ZD\KHUOHJVDUHGHVFULEHGDV³DUUDQJHGWREHORRNHGDW´ suggests she is 
a part of the furniture! The introduction to Vivian exemSOLILHVWKHFRQFHSWRIZRPDQ¶V
³WR-be-looked-at-QHVV´ (MuOYH\µ9LVXDO3OHDVXUHDQG1DUUDWLYH&LQHPD¶ Vivian is 
also aware of her own existence as spectacle and the power of her appearance. It was 
Vivian who had invited Marlowe to her room. Vivian presents herself seductively to 
Marlowe, in order to get him to do what she wants. The attention paid to the amount of 
her leg that is revealed also highlights a revealing-concealing movement which is 
associated with deception, and the stockings themselves constitute a type of veiling. As 
with the femme fatale, Vivian constitutes both spectacle and danger, and once more 
0DUORZH¶V GHVFULSWLRQ VHHPV WR VXJJHVW WKDW 9LYLDQ LV QRW MXVW ZRUWK D VWDUH EXW DOVR





The Femme Fatale )D\H*UHHQHULQ1DWKDQDHO:HVW¶VThe Day of the Locust: 
                          Faye constitutes a magnetic spectacle that causes the male characters to 
become fascinated by her. When Homer Simpson, the simple-minded Midwesterner, 
first meets Faye, his good manners desert him and he cannot help but stare. However, as 
is stated unequivocally in the narrative, ³)D\H HQMR\HG EHLQJ VWDUHG DW´ (West 212). 
Faye is aware the effect her appearance and behaviour has upon others, especially men 
such as Homer, because ³[w]henever he looked at her, she smiled intimately and tossed 
her pale, glitterinJKDLUILUVWIRUZDUGWKHQEDFN´ (West 212).11 &UXFLDOWR)D\H¶VLGHQWLW\
LVKHUDZDUHQHVVRIKHURZQLPDJHZKLFKUHFDOOV-DFTXHV/DFDQ¶VPLUURU-stage whereby 
the subject becomes aware of oneself as a viewable object.12 Homer is mesmerized by 
Faye: ³[h]e thought her extremely beautiful, but what affected him still more was her 
vitality. She was taut and vibrant. 6KHZDVDVVKLQ\DVDQHZVSRRQ´ (West 212). This 
description of FayH ILWV 0XOYH\¶V FRQFHSW RI WKH ³seductive VKHHQ´ of a commodity. 
FayH¶VOLNHQHVVWRDVKLQ\QHZVSRRQDQGWKHGHVFULSWLRQRIKHU³SDOHJOLWWHULQJKDLU´ 
associates her with the seductive, feminine surface of the commodity fetish (West 212). 
However, although she functions as a fetish, unlike the women in Chandler¶V ILFWLRn, 
Faye is not defined in terms of stasis. Faye is instead characterised by her vitality and 
animation, suggesting that she is constantly moving and changing just like the mythical 
femme fatale. In this way Faye resists the masculine gaze and mHQ¶VHIIRUWV to control 
her.    
                  Like Mavis Weld in The Little Sister, Faye is an actress and adept at 
manipulating her appearaQFH)D\H¶V daily interactions consist of acting and putting on a 
show, which can sometimes have an unintended response in viewers. Whilst being 
                                                          
11
 7KHPRYHPHQWRI)D\H¶VZKHUHE\VKHWRVVHVKHUEDFNDQGIRUWKUHFDOOV*LOGD¶VLQWURGXFWLRQLQWKHILOP
of her name, where she first comes onto the screen by tossing her hair back. Both Faye and Gilda are 
femme fatales who are defined in terms of their animation and resistance to male containment.  
12
 Lacan defines the mirror stage as an identification, which constitutes the transformation that takes place 
in a subject when he assumes an image or imagos (4).  
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captivated by Faye, Homer is desFULEHGDVEHLQJSX]]OHGE\KHU³odd mannerisms and 
DUWLILFLDO YRLFH´ (West 212). In an attempt at seduction, Faye holds her hair up and 
twists her body causing her snuJGUHVVWREHFRPHWLJKWHUDQG³[t]his elaborate gesture, 
like all the others, was so completely meaningless, almost formal, that she seemed to be 
a dancer UDWKHU WKDQ DQ DIIHFWHG DFWUHVV´ (West 212). There is nothing natural in her 
posing, but rather it is artificial, rehearsed and overly elaborate. The gesture is 
instinctual, suggesting that is not the gesture of an actress but a dancer. Although the 
use of her body, in this way comes naturally to Faye, it is superficial and without deeper 
PHDQLQJ )D\H¶VRWKHU VXLWRU7RG+DFNHWWZKR LV VLmilarly enamored with her whilst 
being aware of her artifice, GHVFULEHVKHUDIIHFWDWLRQVDV³so completely artificial that he 
IRXQG WKHP FKDUPLQJ´ (West 221). Tod is attracted to her partly because of her 
artificiality. Tod suspects Faye is aware of her own insincerity: ³[h]e believed that 
whilst she often recognized the falseness of an attitude, she persisted in it because she 
GLGQ¶WNQRZKRZ WREHVLPSOHURUPRUHKRQHVW)D\HZDVDQDFWUHVVZKRKDG OHDUQHG
IURPEDGPRGHOVLQDEDGVFKRRO´ (West 221). Whist having critical awareness and the 
ability to recognize her own ridiculousness, Faye is also able to laugh at herself. 
However, Faye continues with her behaviour nonetheless because she is unable to be 
any other way, illustrating that such performative behaviour is fuQGDPHQWDO WR)D\H¶V
identity.   
                     Faye was brought up in an acting environment and her father Harry 
Greener similarly conducts his everyday life as if in a vaudeville show. Harry 
continuously clowns around, and like Faye, he is GHVFULEHG DV SRVVHVVLQJ ³D VHW RI
HOHJDQWJHVWXUHV´ (West 196). Both Harry and Faye are only able to function in terms of 
these exaggerated gestures, with their inability to distinguish between acting and natural 
behaviour causing a blurring between the two. The characterization of Faye and Harry 
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in terms of these seemingly meaningless gestures illustrates how, within mass culture, 
³no straight forward relation between inner and RXWHUUHDOLWLHVFDQEHDVVXPHG´ (Rhodes 
35). Faye and Harry Greener are aligned with the masquerades, in contrast to the 
transplants such as Homer who moved to Los Angeles from the Midwest. The native-
masquerades are described in WHUPVRIWKHLUVKRZ\DWWLUHRU³IDQF\GUHVV´ (West 180). 
There is a disjunction between the masqueraGHV¶ RXWILWV DQG WKH GD\-to-day activities 
they are engaged in. Although dressed for yachting or playing tennis they are really just 
VKRSSLQJ RU UHWXUQLQJ IURP ZRUN 7KH FRQQHFWLRQ LV PDGH EHWZHHQ WKH PDVTXHUDGHV¶
ostentatious dress and the architecture of the houses in Hollywood, which are described 
as plaster façades exhibiting every possible combination of styles (West 181). Such 
eclecticism and detachment from original meaning points to the postmodern practice of 
pastiche, as well as identity as performance, which are complicit with the new 
technologies of the emerging film industry. In contrast to the masquerades, the mid-
West transplants are unable to masquerade. Instead they ³loitered on the corners or 
stood with their backs to the shop windows and stared at everyone that passed´ (West 
180). The transplants are ill-adjusted to their environment and they are watchers rather 
than doers. The masquerades are instead active participants in the emerging Hollywood 
and happily partake in the illusory fulfillments of consumer culture. Unlike the Midwest 
transplants, the native masquerades are adept at manipulating their appearance through 
their dress, thus actively constructing their identity through performance. 
                  The two sets of people represent different models of subjectivity. The 
WUDQVSODQWVUHSUHVHQW³conservative, humanist assumptions about subjectivity, language, 
DQGKLVWRU\´ whereas the masquerade LVFORVHUWRWKH³fractured models of language and 
history that Frederic Jameson identifies with SRVWPRGHUQSUDFWLFHRISDVWLFKH´ (Jacobs 
 -DPHVRQ¶V GHVFULSWLRQ RI SDVWLFKH VXJJHVWV WKDW RULJLQDO SHUVRQDO VW\OH LV QR
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longer possible and marks the disappearance of the individual subject. Thus Jameson 
defines pastichH DV ³like parody, the imitation of a peculiar or unique, idiosyncratic 
style, the wearing of a linguistic mDVN VSHHFK LQ D GHDG ODQJXDJH´ (Jameson 16).  
3DVWLFKH LV³EODQNSDURG\´EHFDXVH LW LV³without aQ\RISDURG\¶VXOWHULRUPRWLYHV´ or 
deeper meaning (Jameson 17). ConsequentO\ )D\H¶V ³PHDQLQJOHVV JHVWXUHV´ DQG
³VXUIDFHDQLPDWLRQ´ are a kind of blank parody (West 212 and 223). They are detached 
from what they are supposed to signify as they exist on the surface, devoid of deeper 
PHDQLQJ 7RG GHVFULEHV KRZ ³[t]he strange thing about her gestures and expressions 
ZDVWKDWWKH\GLGQ¶WUHDOO\LOOXVWUDWHZKDWVKHZDVVD\LQJ7KH\ZHUHDOPRVWSXUH´ (West 
273). Pastiche involves the loss of authenticity, where language or image becomes 
detached from its signifying function. Jacobs relDWHV SDVWLFKH WR WKH ³levelling 
HTXLYDOHQFH´ of exchange YDOXHIRU³if exchange value masks the original meaning of 
an object, or its use, pastiche here masks the absence of that original meaning; indeed, it 
seems to have no intrinsic relation to any meanLQJZKDWHYHU´ (Jacobs 246). Pastiche is a 
universal practice and indicates the extension of commodity fetishism to every area of 
life, including human behaviour and interactions, as well as representing the loss of 
original meaning.   
                    The new model of subject that is represented by the masquerades, and is an 
H[DPSOHRISRVWPRGHUQSDVWLFKHLVLOOXVWUDWHGLQ)D\H¶VGUHDming. She describes to Tod 
KRZ³[s]he had a large assortment of stories to choose from. After getting herself in the 
right mood, she would go over them in her mind, as though they were a pack of cards, 
discarding one after another until VKH IRXQG WKH RQH WKDW VXLWHG´ (West 221). )D\H¶V
stories are crucial to her character and responsible for her characteristic surface 
animatiRQ 7RG REVHUYHV KRZ ³[a]ll these little stories, these little daydreams of hers, 
were what gave such extraordinary colRUDQGP\VWHU\ WRKHUPRYHPHQWV´ (West 224). 
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Faye herVHOIDGPLWVWKDWKHUPHWKRGLV³PHFKDQLFDO´ especially when she forces herself 
to choose a dream but insists that this was better than not having a dream at all (West 
222). )D\H¶V methodical approach suggests that dreaming is essential to the personality 
of native masquerades like Faye because it allows them to overcome difficulties through 
the power of their dreams. FurWKHUPRUH )D\H LV GHVFULEHG DV ³PDQXIDFWXULQJ´ her 
GUHDPV :HVW  7KH FRQQHFWLRQ FDQ EH PDGH WR +ROO\ZRRG¶V SVHXGRQ\P WKH
dream-factory, DV ZHOO DV WKH ³GUHDP GXPS´ SDVVDJH LQ WKH QRYHO ZKere Tod comes 
across discardHG ILOP VHWV ZKHUH ³no GUHDP HYHU GLVDSSHDUV HQWLUHO\´ DV WKH\ DUH
GHVWLQHGWREH³UHSURGXFHG´ (West 248). This passage in the novel describes the strong 
relationship between people and their dreams to Hollywood movies. This connection 
suggests WKDW³>W@H[WVGRQRWPDNHVXEMHFWV´EXWUDWKHU³subjects have dreams that then 
EHFRPH WH[WV´ (Rhodes 40). :HVW¶V GHVFULSWLRQ RI WKH ³GUHDP GXPS´ TXHVWLRQV WKH
notion of the film-industry as an indoctrinating LQIOXHQFHRU³an ideological institution 
that makes dreams and those who dream´ (Rhodes 41). Alternatively it suggests that 
+ROO\ZRRGLV³a product of the dreams ± however mediated ± of the people that precede 
WKHPRYLHV´(Rhodes 41). As Karen Jacobs argues, )D\H¶VGUHDPVFDQEH seen as part of 
a dream-making collective consciousness, ³)D\H¶V GD\GUHDPV DULVH QRW IURP DQ
individuated consciousness, but from the collection of cinematic conventions which 
VXEVWLWXWHIRULW´ (7RGQRWHVWKHVLPLODULW\RI)D\H¶VGUHDPVZLWKSRSXODUPRYLHV
and one of the stories she tells him is inspired by the poster on her wall (West 223). 
Masquerades like Faye share the same material for their dreams and for their identity, as 
WKH\FRQGXFWDSURFHVVRI³manufacturing themselves from a stock of available cultural 
LPDJHV´ (Jacobs 253). Consequently, one can see how the emerging image industry of 
Hollywood affected not just SHRSOH¶V dreams but the formation of identity.               
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                The masquerade persona is a result of the consumerist, image-centred society 
of Los Angeles that requires the individual to manufacture their own identity through 
performance. The PDVTXHUDGHV ³function as productive machines as well as avid 
FRQVXPHUV´ -DFREV,QWHUHVWLQJO\:HVW¶V protagonist Tod shares characteristics of 
both native-masquerades and MidwHVWWUDQVSODQWVEHFDXVH³despite his appearance, he 
was really a very complicated young man with a whole set of personalities, one inside 
the othHUOLNHDQHVWRI&KLQHVHER[HV´ (West 180). This description suggests Tod has 
more than one personality to choose from, which is similar to the native-masquerades 
who possess ³PXOWLSO\LQJVXUIDFHVRIVHOI´ (Jacobs 250). However, the way in which his 
SHUVRQDOLWLHV DUH GHVFULEHG DV ³RQH LQVLGH WKH RWKHU´ suggests a traditional, interior-
exterior, depth model of subjectivity that can be aligned with the transplants. 
Furthermore, like the transplants, Tod is seduced by mass culture and the illusions of 
the image-industry embodied in the seductive commodity Faye Greener with whom he 
is enamored. Similarly, as Karen Jacobs points out, like the other masquerades, Faye is 
at home in her environment: ³[t]he resourceful and apparently indestructible native, 
actress/whore Faye Greener, remains the lone success story of the novel, whose survival 
seems predicated on her indissociability from the strategic allures of Hollywood culture 
as an autonomous object RI GHVLUH´ (245). Consequently, the archetypal femme fatale 
Fay is perhaps most representative of the masquerade persona and best illustrates the 
performative model of self that developed as a consequence of the Hollywood film 
industry. 
                 Like all indecipherable femme fatales, Faye is defined in terms of her 
³PLVOHDGLQJ H[WHUQDO VLJQV´ (Jacobs 259). Faye is characterised by her seductive, 
seemingly superficial nature, and her ability to HQGXUHLVEDVHGXSRQKHUYHU\³absence 
of conventional depth, KHUVPRRWKUHVLVWDQWVXUIDFHV´ (Jacobs 259). Similarly, Faye is 
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ambitious and unsentimental, interested in men only if they can somehow help further 
KHUFDUHHU:HVW¶VSURWDJRQLVW7RG+DFNHWW, who has neither money nor looks, struggles 
in his advances toward Faye and the narraWLYHXQHTXLYRFDOO\VWDWHV WKDW³VKHZRXOGQ¶W
KDYH KLP 6KH GLGQ¶W ORYH KLP DQG KH FRXOGQ¶W IXUWKHU KHU FDUHHU 6KH ZDVQ¶W
sentimental and VKHKDGQRQHHGIRUWHQGHUQHVV´ (West 187). Yet Tod is not perturbed 
E\)D\H¶VUHIXVDOVDQGLWLVSUHFLVHO\EHFDXVHRIKHULPSHQHWUDEOHVXUIDFHWhat he finds 
Faye so alluring: ³[i]t was her completeness, her egg-like self-sufficiency, that made 
KLP ZDQW WR FUXVK KHU´ :HVW  6LJQLILFDQWO\ )D\H¶V VHGXFWLYH VXUIDFH LV DOVR
FKDUDFWHULVHG E\ LWV UHVLVWDQFH :LWKLQ 7RG¶V IDQWDV\ LV DOVR D GHVLUH WR SHQHWUDWH KHU
surface, which is an urge that is almost violent, since ³[n]othing less than violent rape 
ZRXOGGR´ :HVW)D\H¶VDXWRQRP\DQGDELOLW\WRUHVLVWWKHPDOHJD]HFRQVWLWXWHVD
threat and a temptation to Tod. It is her very completeness and self-sufficiency that he 
wishes to destroy. Furthermore, as an artist Tod is literally trying WRFDSWXUHRU³FRQWDLQ´ 
KHUZLWKKLVJD]H LQRUGHU WRGHSLFWKHU LQKLVGUDZLQJVDQGSDLQWLQJ7RGDQG)D\H¶V
relationship can also be conceived of in terms of the divide between high art and mass 
culture, with Tod representing a modernist aesthetic and Faye as representative of 
feminine mass culture.13 )D\H¶VUHVLVWDQFHDQGVXUYLYDOLVHSLWRPL]HGLQKHUOLNHness to 
³a very pretty cork, gilt with a glittering frDJPHQWRIPLUURUVHWLQLWVWRS´ (West 288). 
And like a cork FayHZLOODOZD\V³FRPHRXWDOULJKW´ (West 287). Whatever happens, she 
will always be able to remain afloat, and as with the fragmented mirroring cork, Faye 
UHVLVWV DQG UHIOHFWV EDFN WKH PDOH GHILQLQJ JD]H -DFREV  7KXV LW LV )D\H¶V
impenetrable, resistant surface that ensures her survival within a masculine world.   
                 7KHZD\LQZKLFK)D\H¶VLPDJH-form functions within the novel, in terms of 
seduction and desire, illuminates a new paradigm of voyeuristic male-female visual 
                                                          
13
 Andreas Huyssen outlines the connection between mass culture and the feminine in The Great Divide: 
Modernism, Mass Culture and Postmodernism, as discussed later. 
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relations within the emerging image-culture of 1940s Hollywood. The reader is 
introduced to Faye via the autographed photograph of her Tod keeps in the corner of his 
mirror. Tod compulsively looks at this photograph and is often unable to take his 
attention away from it. In the picture, )D\H³lay stretched out on a divan with her arms 
and legs spread, as though welcoming a lover, and her lips were parted in a heavy sullen 
smile. She was supposed to look inviting, but thHLQYLWDWLRQZDVQ¶W WRSOHDVXUH´ (West 
187). )D\H¶V LQYLWDWLRQ LV D GHFHSWLYH RQH KHU SRse is purely tempting but does not 
signify the fulfillment of desires. As with the femme fatale, there is the presence of 
danger as well as pleasure. Tod imagines that fulfillment of her invitation would not be 
pleasurable but rather painful: ³[h]er invitaWLRQZDVQ¶WWRSOHDVXUHEXWWRVWUXJJOHKDUG
and sharp, closer to murder than to love. If you threw yourself on her, it would be like 
throwing yourself frRPWKHSDUDSHWRIDVN\VFUDSHU´(West 187). $VZLWK7RG¶VIDQWDV\
RI ³YLROHQW UDSH´ his desire for her is accompanied with an urge for destruction. 
+RZHYHU³[i]f she would only let him, he would be glad to throw himself, no matter 
what the cost´ (West 187). Tod is willing to endure anything to fulfill his desire. 
'HVSLWHWKHSLFWXUH¶VFRQQRWDWLRQVZLWK pain and frustration, Tod is compulsively drawn 
WR WKLV LPDJH RI )D\H 7KH GLVSOD\ RI SOHDVXUH SUHVHQW LQ )D\H¶V SKRWRJUDSK LV DOVR
exemplified by her other poses of seduction. For example, when the screenwriter Claude 
Estee compliments her dress she repa\VKLPE\³smiling in a peculiar, secret way and 
running her tongue over her lips. It was one of her most characteristic gestures and very 
effective. It seemed to promise alOVRUWVRIXQGHILQHGLQWLPDFLHV´ (West 273). As with 
)D\H¶VSKRWRJUDSKWKLVJHVWXUe contains the promise of intimacy but not necessarily its 
fulfillment. Such a false promise echoes a theme present in the wider Hollywood culture 
that deals in the currency of pleasure, promising fulfillment but never honoring that 
promise. Consequently, in Hollywood culture the pleasure on offer is purely voyeuristic 
and its physical realization inevitably postponed.  
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                  The association between Faye and processes of production is made clear 
ZLWKLQ :HVW¶V QDUUDWLYH DV )D\H LV SRUWUD\HG DV FRmplicit with the production of her 
own image. Faye is involved in producing her own identity through her performance 
and dress. Faye seems happy to prostitute herself in order to further her career and gain 
material wealth. Her complicity with the production of herself is exemplified in the 
³EXVLQHVV´ arrangement between her and Homer, wKHUHE\³he board and dress her until 
VKHEHFDPHDVWDU´(West 251). HRPHUDQG)D\H¶VDUUDQJHPHQWLV³analogous to that of 
WKH ILOP LQGXVWU\ LQ JHQHUDO´ (Hegeman 156). Within WKH QRYHO 7RG¶V ZULWHU friend 
Claude Estee describes what the average movie-goer expects when he goes to the 
FLQHPD ZKLFK LV ³DPRXU DQG JODPRXU´ (West 191). Thus the arrangement between 
Homer and Faye can be likened to the culture industry as a whole: ³Homer, the sponsor 
RI)D\H¶VGXELRXVDFWLQJ FDUHHUQRZJHWVKLVVKDUHRIµamour aQGJODPRXU¶ in a kind of 
sham marriage where in return for her mere presence in his drab life, he provides her 
with a hoPHFORWKHVIRRGDQGDVHUYDQW´ (Hegeman 156-7). Homer gains the seductive 
presence of Faye in his everyday-life in exchange for looking after her. It is easy to pity 
Homer and similarly the masses who are so easily seduced by glamorous images. 
However, West does not necessarily encourage this assessment. Instead he writes that 
³[i]t is hard to laugh at the need for beauty and romance, no matter how tasteless, even 
horrible, the results of that need are. But it is easy to sigh. Few things are sadder than 
WKHWUXO\PRQVWURXV´ (West 181). This statement suggests that West had an ambiguous 
UHODWLRQVKLS ZLWK PDVV FXOWXUH DQG ZDV XQDEOH WR FRQGHPQ SHRSOH¶V QHHG IRU EHDXW\
even if it sacrifices good taste.  
                  +RPHU DQG )D\H¶V VLWXDWLRQ HQGV GLVDVWURXVO\ ZKHQ VKH OHDYHV KLP DQG
+RPHU¶VVXEVHTXHQWHPRWional unravelling acts as a catalyst for the tragic ending of the 




promises. WeVWGHVFULEHVKRZWKHVHSHRSOH³KDYHEHHQFKHDWHGDQGEHWUD\HG« slaved 
and saYHGIRUQRWKLQJ´ (West 292). Yet the violence can be seen as a consequence of 
WKH WUDQVSODQWV¶ LQDELOLW\ WR FRSH ZLWK D QHZ PRGHO RI FRQVXPHU IXOILOOPHQW WKDW LV
associated with the emerging image industry of Hollywood. West describes how these 
masses are the same people who have moved to California for the oranges and the 
sunshine but discover it is not enough. CRQVHTXHQWO\ ³>W@KH\ GRQ¶W NQRZ ZKDW WR GR
with their time. They haveQ¶W WKH PHQWDO HTXLSPHQW IRU OHLVXUH WKH PRQH\ QRU WKH
physical equipment for SOHDVXUH´(West 291). These transplants are from the mid-West, 
ruled by the Protestant work-ethic and unable to adjust to a life of leisure and cope with 
a modern consumer culture. As Adorno and Horkheimer explain, the culture industry 
³endlessly cheats its consumers ouW RI ZKDW LW HQGOHVVO\ SURPLVHV´ (Adorno and 
Horkheimer  ,Q WKH V DQG µV, Los Angeles was at the epicentre of this 
emerging culture-industry in which material fulfillment is illusory and gratification 
HQGOHVVO\ GHIHUUHG :HVW¶V QRYHO LOOXVWUDWHV KRZ LQ RUGHU WR FRSH ZLWK WKLV PRGHO RI
FRQVXPHULVPDQG ILQGKDSSLQHVV RQHPXVW WUDQVIRUPRQH¶V LGHQWLW\ into performance 
and become a masquerade. 
 
The Commodification of Women through Image: 
                    As discussHG )D\H *UHHQHU LV WKH ORQH VXFFHVV VWRU\ RI :HVW¶V QRYHO
Through the self-production of her identity, Faye is able to cope with the consumer 
culture of Hollywood that revolves around image, and where fulfillment is transitory. 
$V ZHOO DV KHU ³EXVLQHVV´ arrangement with Homer, Faye prostitutes herself quite 
literally; she works at 0UV-HQQLQJV¶FDOOKRXVH and uses the money she earns to pay for 
KHUIDWKHU¶VIXQHUDODVZHOODVWKHRXWILWVKHZHDUs to attend it. When Tod finds out that 
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she is working as a prostitute, he contemplates paying for Faye in order to fulfill his 
need to possess her, which further illustrates his desire for her in commodity form. 
:HVW¶V GHVFULSWLRQ RI 0UV -HQQLQJV DQG KHU call-house makes explicit the connection 
between women and commodities. Thus 0UV -HQQLQJV ³ran her business just as other 
women run lending libUDULHV VKUHZGO\ DQG ZLWK WDVWH´ (West 192). The women who 
work at the call-KRXVHDUH³OHQWRXW´ just as a book would be from a library. Similarly, 
LQ&KDQGOHU¶VThe Big Sleep DERRNVWRUHLV WKHIURQWIRU*HLJHU¶VSRUQRJUDSK\UDFNHW
Women as sexual objects, in their physical as well as image form, have become 
FRPPRGLWLHV OLNH ERRNV $OWKRXJK &KDQGOHU¶V The Big Sleep is not explicitly about 
+ROO\ZRRG*HLJHU¶VSRUQRJUDSK\UDFNHWLVUHSUHVHQWDWLYHRIWKHILOPLQGXVWU\0DUORZH
says witK UHODWLRQ WR SRUQRJUDSK\ WKDW ³[e]verybody knows the racket exists. 
HROO\ZRRG¶VPDGHWRRUGHUIRULW´ (Chandler BSON 58). This suggests that Hollywood 
is not just similar to the pornography industry but is modelled on and even reliant upon 
it. In The Little Sister, Marlowe describes how the coloured neon lights of Los Angeles 
mask its bad smell (Chandler LLON 452). Chandler is using this metaphor to illustrate 
how the glamour of Hollywood hides its seedy and corrupt nature. West and Chandler 
make clear the association between the film industry and pornography or prostitution, 
suggesting that both industries market women and her image in pursuit of profit.   
                    $V VXJJHVWHG E\ 0DUORZH¶V FRPPHQW DERXW +ROO\ZRRG EHLQJ ³PDGH WR
RUGHU´ for pornography, the association of sex with the film industry is undeniable. 
Quite simply, sex and celluloid have been linked from the beginning (Slade 76). In his 
essay on style and medium in film, Panofsky emphasises the importance of sexual or 
pornographic folklore to early film (285). The association between pornography and the 
film industry becomes apparent when one examines their mutual history.14 The 
                                                          
14
 The history of pornography is difficult to research as it operates on the margins of culture and often in 
VHFUHF\%XWDV-RVHSK6ODGHQRWHVSRUQRJUDSK\¶VKLVWRU\LVODUJHO\FDSitalist, and thus the industry is a 
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development of both industries was reliant on the same photographic technology. 
Unlike many other older art forms, such as painting or drawing, film was created as a 
direct result of technological advancement; Panofsky GHVFULEHVKRZ³it was a technical 
invention that gave rise to the discovery and gUDGXDOSHUIHFWLRQRIDQHZDUW´ (279). The 
development of pornography was simultaneous with that of photography. No sooner 
was the first photograph or daguerreotype made in 1839 than a pornographic one 
followed (Dwyer 2). Consequently, the history of pornography follows the history of 
media technology, since ³whenever one person invents a new communication 
technology, another person ZLOOLQYHQWDVH[XDOXVHIRULW´ (Slade 44). The beginnings of 
the two industries were not dissimilar, as the Hollywood film industry had dubious 
origins from which it subsequently struggled to escape. Its early period was 
characterised by shady investors, criminal elements, and importantly, a lack of 
legislative control over the content of films. World War One and the post-war period 
saw a loosening of morals and social change. In post-war Hollywood, there were a 
number of scandals involving stars which caused the public to associate the movies with 
licentiousness, and consequently there was a wide-spread call for censorship that 
culminated in the Hays Code.15 The close association between the legitimate film 
industry and the pornography industry suggests that the distinction between the two is 
an arbitrary one. Both revolve around the commodification of fantasies and desires 
through images of women.  
                                                                                                                                                                          
part of the inescapable commodification of everyday life (38).  
15
 Will Hays, as head of the MPPDA (Motion Picture Producers and Distributors) from 1922, was 
+ROO\ZRRG¶VFKLHIFHQVRUXQWLO-RVHSK,%UHHQWRRNRYHULQ4. The Production Code, or Hays Code, 
officially dates from 1934. TKH³basic premise of the code is that the movies as entertainment and as art, 
affect the moral liIHRIDSHRSOH´ it saw the imposition of strict rules on what could and could not be 




                  Photography enabled both the film and pornography industries to develop, 
and caused the inevitable commodification of people in image form via the medium of 
photography and film. Pornography and by extHQVLRQ WKH ILOP LQGXVWU\ PDUNV ³the 
logical conclusion of the capitalist enterprise ± the reduction of persons to merchandise 
that can be bought, sold, and even rented for a time ± a transformation that, in this case, 
was facilitated by the evoOYLQJWHFKQRORJ\RIWKHFDPHUD´7KRPDV*X\'HERUG¶V
conception of the society of the spectacle describes the inescapable commodification of 
everyone and everything through images. Consequently, ³commodities are now all that 
there is to see; the world we seH LV WKH ZRUOG RI WKH FRPPRGLW\´ (Debord 29). This 
SURFHVVFDQEHSDUDOOHOHGZLWK:DOWHU%HQMDPLQ¶VGHVFULSWLRQRIWKHORVVRIDXWKHQWLFLW\
dXHWRPHFKDQLFDOUHSURGXFWLRQ³what shrinks in an age where the work of art can be 
reproduced by WHFKQRORJLFDOPHDQVLVLWVDXUD´ (Benjamin 17). Once more, in taking on 
an image-form, the subject becomes an imperfect mechanical reproduction, a copy that 
is out of register with the real thing (Thomas 416). The transformation of the individual 
subject into an image, represents a crucial factor in determining the nature of Chandler 
DQG :HVW¶V ILFWLRQDO GHSLFWLRQ RI +ROO\ZRRG DQG LWV LQKDELWDQWV &KDQGOHU¶V Farewell 
My Lovely GHSLFWV³a world in which the entire society has been made into a form of 
pornography, where everyone seems to have been reduced to a series of images to be 
gazed at and fantasized over, and where any sense of authentic identity has all but 
disappeared behind a veil oIGHFHSWLYHSKRWRJUDSKLFLPDJHV´ (Thomas 428). As a result, 
ZHFDQVHHKRZ&KDQGOHU¶VFarewell My Lovely depicts a Los Angeles that has become 
a pornographic society of the spectacle. Furthermore, it is a place where everyone is 
merely an image or set of images, where the individual becomes primarily an object of 
spectacle and voyeurism.  
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                   7KH SRUQRJUDSKLF SKRWRV RI &DUPHQ LQ &KDQGOHU¶V The Big Sleep, in 
addition to functioning in terms of female sexuality and power, represent the inevitable 
conVHTXHQFH RI FDSLWDOLVP DQG LWV ³relentless commodification of everyone and 
HYHU\WKLQJ´ that was facilitated by photography (Thomas 427). The fight for control 
over the photos of Carmen can be seen as a metaphor for the struggle to contain 
&DUPHQ¶V VH[XDOLW\ &DUPHQ KHUVHOI DWWHPSWV WR JDLQ FRQWURO RI Whe photographs and 
thus of herself and KHUVH[XDOLW\7KLVLVEHFDXVH³>W@RSRVVHVVDZRPDQ¶VVH[XDOLW\LVWR
SRVVHVV WKH ZRPDQ WR SRVVHVV WKH LPDJH RI ZRPDQ¶V VH[XDOLW\ LV KRZHYHU PDVV
produced the image, also in some way to maintain a degree of control over, woman in 
JHQHUDO´ (Kuhn 6). Consequently, the association can be made between power and 
images of women, and this power does not necessarily decrease when that image is 
mass produced. Adorno and HRUNKHLPHU VLPLODUO\ ZULWH WKDW ³the mass production of 
sexuality automaticaOO\ EULQJV DERXW LWV UHSUHVVLRQ´ (111-2). Thus control over a 
ZRPDQ¶VVH[XDOLW\ LVDFKLHYHG WKURXJKKHUGHSLFWLRQ LQPDVV-produced media images, 
as epitomised in the struggle to obtain the photos of Carmen in The Big Sleep. 
However, I argue that there is something implicit within the nature of the photographic 
image and epitomised in the power of the femme fatale that allows woman to resist 
attempts to control her. 
                 &DUPHQ6WHUQZRRG¶VUHODWLRQWRKHULPDJH-form and her struggle to maintain 
FRQWURORYHULWFDQEHFRQWUDVWHGZLWKWKHVLWXDWLRQLQ&KDQGOHU¶VFarewell My Lovely, 
in which Mrs Grayle, formerly Velma Valento, successfully manipulates her image to 
enable her own empowerment. The publicity still of Velma Valento signed with the 
ZRUGV ³µAlways yours¶´ IXQFWLRQV LQ WKH VDPHZD\ DV)D\H*UHHQHU¶V SKRWRJUDSK LQ
Locust ZKLFK LV VLPLODUO\ DXWRJUDSKHG ³µAffectionately Yours.¶´ 7KH UHVSHFWLYH
photographs give the illusion of availability, suggesting that the woman depicted exists 
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for the male viewer and that she is capable of being possessed and contained by only 
him; but LQ IDFW³Velma can only exist in this form ± as an image, a fleeting piece of 
entertainment, a fantasy figure who is only as real as her publicity photo an as 
IUDXGXOHQW DV WKDW WXUQV RXW EH´ (Thomas 430). The publicity still turns out to not be 
Velma Valento but another showgirl, thus illustrating the interchangeable nature of 
women and their image-form within the movie industry. When Marlowe first sees the 
photoKHGHVFULEHV9HOPDDVKDYLQJ³a very ordinary face, and its prettiness was strictly 
DVVHPEO\OLQH´ (Chandler BSON 188). Such a description refers to the mechanical and 
homogenous nature of not just the photographs but also the women in them. Adorno and 
Horkheimer describe how in the culture industry, ³[e]veryone amounts only to those 
qualities by which he oU VKH FDQ UHSODFH HYHU\RQH HOVH´ (116-7). Through the 
commodification of her image, a woman becomes infinitely replaceable. However 
unlike other women, Velma Valento is aware of the commodified nature of her image, 
and is able to use it to her own advantage.   
                   Velma Valento transforms herself from showgirl to Mrs Grayle, the wife of 
DQ³HQRUPRXVO\ULFK´ investment banker (Chandler BSON 228). Both identities are an 
LQYHQWLRQDQGRQO\H[LVWDVLPDJHV)XUWKHUPRUHFUXFLDOWR9HOPD¶VWUDQVIRUPDWLRQLQWR
Mrs Grayle is her image. Marlowe is introduced to her via the picture of her in the 
newspaper, which prompts Marlowe to imagine that ³[w]hatever you needed, wherever 
you happened to be ± VKHKDGLW´ (Chandler 229). Velma Grayle exemplifies the femme 
fatale¶VFKDQJHDELOLW\DQG KHU³seductive image displays her protean power to adapt to 
the fantDVLHVRIWKHRQHORRNLQJDWKHU´ (Thomas 430). Her ability to change and adapt 
helps her survive. Unlike Carmen Sternwood, who loses control of the pornographic 
photos taken of her and becomes a passive victim, Velma Grayle is successful at 
manipulating her image-form and maintaining control over it. Velma is aware of the 
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power of heU RZQ LPDJH DV D FRPPRGLW\ DQG ³has learnt the lesson of her own 
FRPPRGLILFDWLRQ´ (Thomas 436). Once more, ³she has skilfully managed it by 
presenting herself in different images to different persons at different timeV´ (Thomas 
436). Velma actively manages herself through her image and maintains a distance 
between herself and her image. Paradoxically, it is through her image that she gains the 
ability to resist male containment. Velma Valento and later Mrs Grayle resists male 
SRVVHVVLRQE\UHLQIRUFLQJKHULPDJH7KRPDV9HOPD¶VDELOLW\WRFKDQJHLGHQWLW\
which is facilitated by changing her image, allows her to resist male control. Thus 
9HOPD¶V LPDJH-form is both the source of possible repression but also the means by 
which she can achieve liberation.  
 
7KH )XQFWLRQ RI :RPDQ¶V ,PDJH-Form in terms of Processes of Modern 
Consumerism: 
                     ,Q:HVW¶VThe Day of the Locust 7RGFRQVROHVKLPVHOIZLWK)D\H¶VLPDJH-
form because she is physically inaccessible to him. Furthermore, he is happy with her 
copy as opposed to her real self. Similarly, in The Little Sister following a difficult 
PHHWLQJ ZLWK 0DYLV ZKHQ 0DUORZH¶V DWWHPSWV DW FKLYDOU\ DQG IOLUWDWLRQ DUH
unsuccessful, he goes to see her film. Like Tod with Faye, Marlowe placates the 
frustration incurred in trying to possess the physical Mavis, by seeking the comfort of 
her photograph. As actresses, Mavis anG)D\HV¶UHVSHFWLYHLPDJHVFRPH to define them, 
their copy supersedes their physical being and they themselves become mere copies of 
their screen selves. Adorno and Horkheimer describe how, because of their existence on 
screen or in photographs, movie actors and actresses are in fact themselves copies of 
their images: ³[b]ecause of his ubiquity, the film star with whom one is supposed to fall 
in love is, from WKHVWDUW LV DFRS\RIKLPVHOI´ (112). This process whereby the copy 
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becomes superior and replaces the original the precession of the simulacra (Baudrillard 
1). Similarly, iQ 1DERNRY¶V Lolita, the eponymous character functions as simulacra. 
Before meeting Lolita, HuPEHUW ZDV LQ ORYH ZLWK DQRWKHU ³Q\PSKHW´ EXW ³[a] little 
later, of course, she, this nouvelle, this Lolita, my Lolita, was to eclipse completely her 
SURWRW\SH´ (Nabokov 40). Lolita comes tRQRWRQO\UHSODFHEXWWRVXSHUVHGH+XPEHUW¶V
previous object of infatuation. These instances illustrate how within mass culture, 
women have become replaceable objects, and suggest WKH SRZHU RI ZRPDQ¶V PDVV-
produced image to eclipse the woman herself.  
                      The image-forms of Faye and Lolita function not only as a superior copy 
but also as an invitation to a pleasure that will not necessarily be fulfilled, which is a 
SDUWRIWKHFXOWXUHLQGXVWU\¶VSURFHVVE\ZKLFKVH[XDOJUDWLILFDWLRQLVHQdlessly deferred. 
As previously mentioned, Adorno and Horkheimer describe how the culture industry 
³endlessly cheats its consumers ouW RI ZKDW LW HQGOHVVO\ SURPLVHV´ (111). The 
³SURPLVVRU\ QRWH RI SOHDVXUH « disdainfully intimates that there is nothing more to 
come, that the diner must be VDWLVILHGZLWKUHDGLQJWKHPHQX´ (111). Within the culture 
industry, the film-goer or consumer is like a diner at a restaurant who is allowed to read 
the menu but never allowed to actually eat the food. Pleasure is perpetually promised 
but never fulfilled. Consequently WKH FXOWXUH LQGXVWU\ LV ERWK ³SRUQRJUDSKLF DQG
SUXGLVK´EHFDXVHWKHUHLV³no erotic situation in which innuendo and incitement are not 
accompanied by the clear notification tKDWWKLQJVZLOOQHYHUJRVRIDU´ (111). However 
much one is tempted by the food on the menu, fulfillment of that desire is never 
possible, and one must be content with merely looking. The culture industry presents 
the needs and desires of individuals as capable of being fulfilled; but thH\DUH³HWHUQDO
FRQVXPHUV´DQG³the supreme law of the culture industry is that its consumers shall at 
no SULFHEHJLYHQZKDWWKH\GHVLUH´ (112-3). This is why Adorno and Horkheimer call 
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the cultuUH LQGXVWU\ D FRUUXSW ³caWKHGUDO RI KLJKHU JUDWLILFDWLRQ´ suggesting the 
worshipping of an illusory god of gratification (115). Mass-produced images of women 
IXQFWLRQVLPLODUO\DQG7RG¶VZRUVKLSRI)D\H¶VSLFWXUHLVOLNHWKDWRIDUHOLJLRXVLFRQEXW
his reverence represents a gratification that will never be fulfilled.   
                     7KHIXQFWLRQRIZRPDQ¶VLPDJH-form in the novels discussed, particularly 
)D\HDQG/ROLWD¶VLQYLWDWLRQWRSOHDVXUHHSLWRPL]HVWKHSOLJKWRIWKHPRGHUQFRQVXPHU
However, this situation is not necessarily a desperate one. Adorno DQG +RUNKHLPHU¶V
description of the deferral of gratification can be equated with the process of pleasure-
seeking assoFLDWHG ZLWK ZKDW FDQ EH FDOOHG ³modern autonomous imaginative 
KHGRQLVP´ (Campbell 77). This is a process whereby pleasure is sought and gained 
through emotional rather than sensory stimulation, thus placing an emphasis on day-
dreaming or fantasy and the importance of the imagination. Consequently ³pleasure-
seeking in its distinctly modern form is not in opposition to the practice of deferred 
gUDWLILFDWLRQ EXW LWV EDVLF DOO\´ &DPSEHOO  &RQWUDU\ WR $GRUQR DQG +RUNKHLPHU¶V
analysis, a postponement of gratification does not necessarily cause the frustration of 
desire but in fact allows opportunities for extracting more pleasure (Campbell 88). The 
opportunity for pleasure created by the postponement of gratification can be seen in 
7RG¶VDWWLWXGHWR)D\HDQGKHUSKRWRJUDSKZKHUHE\KHLVFRQWHQWZLWKKHULPDJH-form, 
and in Humbert¶V idealization of Lolita as a celluloid still, as well as MarloZH¶VUHODWLRQ
to Mavis Weld and her movie. Finally, this process of modern consumerism can be seen 
as part of a new model of subjectivity. In relation to the two contrasting groups of 
SHRSOHZLWKLQ:HVW¶VQovel, the Midwest transplants are those unable to cope with the 
denial of gratification, whereas the masquerades have found a way to gain pleasure from 





                   Faye employs a seductive pose of reclining on a sofa in the photograph Tod 
NHHSVRIKHULQ:HVW¶VLocust. This is a characteristic pose of the femme fatale and is 
typical of 1940s movies and pin-ups. Vivian first appears in The Big Sleep stretched-out 
seductively on a chaise-longue when she invites Marlowe into her bedroom. See figure 
4 appendix. When Humbert dreams of Lolita she appears in such a pose, which provides 
further evidence of /ROLWD¶VH[LVWHQFHLQ+XPEHUW¶VPLQGLQWKHIRUPRIDfemme fatale. 
Humbert describes how he seldom dreamed of Lolita as he remembered her but instead 
³she appeared there in VWUDQJH DQG OXGLFURXV GLVJXLVHV´ (Nabokov 254). Just like the 
chameleon femme fatale Lolita has an unstable, shifting identity:  
That complex ghost would come to me shifting shift after shift, in an atmosphere 
of great melancholy and disgust, and would recline in dull invitation on some 
narrow board or hard settee, with flesh ajar.                                   (Nabokov 254)                           
 
/ROLWD¶VFKDQJLQJLPDJH-form haunts Humbert like a ghost.16 There is a strange mixture 
RI HPRWLRQV LQ /ROLWD¶V SRVH RI VHGXFWLRQ WKDW LQFOXGH PHODQFKRO\ DQG GLVJXVW DQG
which are illXVWUDWLYHRI+XPEHUW¶VUHJUHW/ROLWD¶VSRVHDQGWKHPL[WXUHRIHPRWLRQVLW
HQJHQGHUVLVVLPLODUWRWKHMX[WDSRVLWLRQRIYLROHQFHDQGGHVLUHSUHVHQWZLWK)D\H¶VSRVH
in the photograph Tod keeps of her. Lolita reclines iQDJHVWXUHRILQYLWDWLRQZLWK³IOHVK 
DMDU´ suggesting that her arms and legs are spread-out in a pose of seduction. But like 
Faye, this LV DQ HPSW\ LQYLWDWLRQ WKDW LV ³GXOO´ suggesting boredom and even routine. 
Furthermore, the pose can be seen as indicative of a lack of sincerity or meaning: an 
empty gesture. The pose consists of a woman conforming to male sexual expectations 
and is synonymous with both pornography and the Hollywood film industry. Similarly, 
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 Elsewhere in the text Humbert refers to Lolita as a ghost, most notably at the beginning of their road-
WULSQRWORQJDIWHUKHILUVWKDGVH[ZLWKKHU+XPEHUWGHVFULEHVKDYLQJDIHHOLQJ³DVLI,ZHUHVLWWLQJZLWK
the small ghosWRIVRPHERG\ ,KDG MXVWNLOOHG´1DERNRY7KLVFDQEH LQWHUSUHWHGDV LQGLFDWLYHRI




and represents the promise of a pleasure that is never fulfilled.    
                   1DERNRYSUHVHQWV+XPEHUW¶VFRQVFLRXVQHVVDVDSKRWRJUDSKLFOHQVDQGWKH
photographs that Humbert keeps in his mind are linked with eroticism (Jacobs 266). 
Despite the eventual physical relationshLSEHWZHHQ+XPEHUWDQG/ROLWD³WKHQDUUDWLYH¶V
erotic drive is generated by an emphasis upon spectacle, on ways of seeing, inspired 
SULQFLSDOO\E\ILOP´ -DFREV+XPEHUW¶VUHODWLRQVKLSZLWK/ROLWDLVSULPDULO\DQG
most importantly, a visual one, modelled on the male-female visual relations of 
FLQHPDWLFYR\HXULVP3ULRU WR WKHLUSK\VLFDO UHODWLRQVKLS/ROLWD VLWVRQ+XPEHUW¶V ODS
and he experiences sexual climax but insists that Lolita is unharmed. 
What I had madly possessed was not she, but my own creation, another fanciful 
Lolita ± perhaps more real than Lolita; overlapping, encasing her; floating 
between me and her, and having no consciousness ± indeed no life of her own.  
                                                                                                           (Nabokov 62)  
7KLVRWKHU/ROLWDWKDWH[LVWVLQ+XPEHUW¶VPLQGLVDQLGHDOIDQWDV\DSerfect copy that is 
WR +XPEHUW ³PRUH UHDO´ and thus a simulacra. This creation allows Humbert to 
congratulatH KLPVHOI RQ KDYLQJ ³affected her as little as if she were a photographic 
image rippling upon a screen and I a humble hunchEDFN DEXVLQJP\VHOI LQ WKHGDUN´ 
(Nabokov 62). The parallel with pornography is clear. +XPEHUW ³legitimizes this 
episode by equating LWZLWKSRUQRJUDSK\QHJDWLQJ/ROLWD¶VSUHVHQFHE\FRQVLJQLQJKHU
to a two-dimensional image on screen and reducing his role to that of an anonymous 
YR\HXU´ (Wyllie Nabokov at the Movies 144-5). Such an assessment highlights the fine 
line between cinematic voyeurism and pornography. In this episode Lolita functions as 
D ³YLUWXDO SURS´ (Jacobs 267). As an image or prop, the virtual Lolita is used by 
Humbert to reach a level of gratification which he believes is achieved without affecting 
the physical Lolita. 
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                 /ROLWD¶V FRPSDULVRQ WR ³a photograpKLF LPDJH ULSSOLQJ RQ D VFUHHQ´ 
demonstrates how she exists not only as simulacra but also as spectacle (Nabokov 62). 
She is an object of fetish and voyeurism as well as a screen onto which desire is 
projected. Although their relationship has a physical dimension, throughout the novel 
+XPEHUW LV SULPDULO\ LQ ORYH ZLWK /ROLWD¶V image-IRUP :\OOLH QRWHV ³the particular 
UHODWLRQVKLS LQ +XPEHUW¶V +XPEHUW¶V LPDJLQDWLRQ EHWZHHn sexual stimulation and 
LPDJH´ ZKLFK LV ³LQ RWKHU ZRUGV YR\HXULVP´ (Wyllie Nabokov at the Movies 130). 
When Humbert tries to describe Lolita, he is blinded by his overwhelming desire for her 
and can only describe her in terms of a fragmented cinematic still. Humbert says that 
³[i]f I close my eyes I see but an immobilized fraction of her, a cinematic still, a sudden 
VPRRWKQHWKHUORYHOLQHVV´ (Nabokov 44). As a static spectacle, Lolita exists as a fraction 
or fragment with the smooth, seductive sheen of a photograph. Lolita takes on many 
forms in the novel, but it is in the form of a cinematic still that she is most precious to 
Humbert, because in this staWH ³KH FDQ SRVVHVV KHU HQWLUHO\´ (Wyllie Nabokov at the 
Movies 133). In this form, Lolita is completely contained by Humbert and unable to 
hurt hLP$VDQ LPDJH/ROLWD ³will never leave him, she will never die, and she will 
remain forever just out of UHDFK SHUIHFW DQG LQYXOQHUDEOH´ (Wyllie Nabokov at the 
Movies /ROLWD¶VDELOLW\WRKXUW+XPEHUWDOEHLWHPRWLRQDOO\PHDQVRQHFDQGUaw 
parallels between Lolita and the femme fatale. Significantly, Humbert¶V desire for Lolita 
carries the possibility self-GHVWUXFWLRQ DV VHHQ ZLWK 7RG¶V GHVLUH IRU )D\H LQ :HVW¶V
novel. But DVDFLQHPDWLFVWLOODQGDVD³Q\PSKHW´ Lolita remains at a safe distance.17 In 
this idealized and contained form, Lolita exists as a perfect object of desire within 
+XPEHUW¶VLPDJLQDWLRQ 
                                                          
17
 IQ GHVLJQDWLQJ ³Q\PSKHW´ status to Lolita, Humbert classifies her as a mythical creature who must 
never grow up which is his attempt to stunt both her growth and her freedom (Pifer 192).  
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                    Like Chandler, Nabokov describes the effect of movies upon people in 
terms of behaviour and consciousness as well as desire. During one of his fantasies, 
Humbert imagines how LolLWDZRXOGDFFHSWKLVDGYDQFHV³I knew she would let me do 
so, and even closHKHUH\HVDV+ROO\ZRRG WHDFKHV´ (Nabokov 48). Both Humbert and 
Lolita are affected by the movies. Despite his apparent hostility, Humbert is similarly 
seduced by Hollywood as is evident in his fantasies and the wider narrative itself. On 
their travels Humbert and Lolita are GHVFULEHGDVFRQVXPLQJPRYLHV³voluptuously and 
LQGLVFULPLQDWHO\´ suggesting this was an indulgence that they both enjoyed (Nabokov 
170). Lolita is an example of an emerging post-war youth culture that has been 
thoroughly immersed in consumer culture and exposed to Hollywood movies. Lolita is 
descriEHGDVDVWXGHQWRI+ROO\ZRRG³an avid reader of movie magazines, an expert in 
dream-slow close-XSV´ (Nabokov 49). Lolita is the perfect, gullible consumer who 
³believed with a kind of celestial trust, any advertisement or advice that appeared in 
Movie Love or Screen Land´ 1DERNRY  ,W ZDV /ROLWD ³to whom ads were 
dedicated: the ideal consumer, the subject DQG REMHFW RI HYHU\ IRXO SRVWHU´ (Nabokov 
 $OWKRXJK +XPEHUW GLVDSSURYHV RI /ROLWD¶V SHQFKDQW IRU such articles of mass 
culture, he also readily takes advantage of it. For example, he is aware of his 
resemblance to a screen idol on a movie poster on her wall (Nabokov 69). When he 
SLFNV /ROLWD XS IURP VXPPHU FDPS DIWHU KHU PRWKHU¶V GHDWK DQG WKURXJKRXW WKHLU
lengthy road-trip Humbert showers her with material gifts in order to keep her pliant, 
buying her clothes, sundaes and magazines. Humbert uses their attendance at the 
movies as a ruse for fondling her in the dark where no one can see and when she is 
GLVWUDFWHG E\ WKH RQ VFUHHQ DFWLRQ 1DERNRY  $V WKH QRYHO XQIROGV +XPEHUW¶V
apparent concern for the influence of mass culture upon Lolita is shown to derive 
LQVWHDGIURPMHDORXV\DQGDVHOILVKGHVLUHWRNHHS/ROLWDIRUKLPVHOI+XPEHUW¶VWDNLQJ
advantage of Lolita can be seen metaphorically as a lecherous, old Europe corrupting a 
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young, naive America. Alternatively, the relationship could be seen as old-Europe being 
seduced by a consumerist, image-centred, American FXOWXUH$V+XPEHUWH[SODLQV³it 
was she who VHGXFHGPH´ 1DERNRY/ROLWD¶VVHGXFWLRQRI+XPEHUWFDQEHYLHZHG
in relation to the wider cultural seduction of the masses through images. Notably 
KRZHYHU +XPEHUW LV VHGXFHG E\ /ROLWD¶V image-form, from which she is largely 
detached and has no control over. As a mere child, Lolita cannot be held responsible for 
this seduction. Although it can be said that Lolita seduces Humbert, he is in large part 
seduced by the image-form that he has created in his mind. Like the femme fatale, Lolita 
is not fully aware or in control of her image or her seductive power.  
                   Although Lolita seems to be defined by Humbert, within the confines of his 
QDUUDWLYHWKHUHLVWKHSRVVLELOLW\RIUHVLVWDQFHLQ/ROLWD¶VVLPLODULW\WRWKHfemme fatale, 
as well as through her detachment from her own image-form. Lolita has an unstable, 
slippery, chameleon-like identity, just like the femme fatale, appearing within 
+XPEHUW¶V PLQG LQ ³VKLIW DIWHU VKLIW´ WDNLQJ RQ ³VWUDQJH DQG OXGLFURXV JXLVHV´ 
(Nabokov 254). In addition to assuming the role of the femme fatale ZLWKLQ+XPEHUW¶V
narrative, Lolita plays by turns a gangster moll and the screwball heroine (Wyllie 
Nabokov at the Movies  /ROLWD¶V DUUD\ RI JXLVHV DUH IXUWKHU HYLGHQFH RI KRZ
+XPEHUW¶VRZQFRQVFLRXVQHVVLVVDWXUDWHGE\ILOPEXWDOVRGHPRQVWUDWHVKRZHumbert 
never gets to know the real Lolita as she is eclipsed by her image and her primarily role 
as an object of his own voyeurism:  
/ROLWD¶VJXLVHVRUUDWKHUWKRVHDVVLJQHGWRKHUDUHVLJQLILFDQWQRWRQO\LQWHUPV
of his immersion in movie lore, but also, paradoxically, the level of his 
detachment from her. The variety and number of roles she plays and the fact that 
she is portrayed as everything but her real self are indications of Humbert 
+XPEHUW¶V LQDELOLW\ DQG IDLOXUH WR DFKLHYH DQ\ PHDQLQJIXO LQWLPDF\ LQ WKHLU
relationship and confirm that she is never more than an object of desire, fed by 
his imagination.                                          (Wyllie Nabokov at the Movies 144)                       




Paradoxically perhaps, the detachment from Lolita which Humbert suffers, also offers 
Lolita the possibility of resistance. The variety of roles Lolita takes on is indicative not 
RQO\RI+XPEHUWGHWDFKPHQWIURPKHUEXW/ROLWD¶VRZQGHWDFKPHQWIURPKHUH[LVWHQFH
LQ+XPEHUW¶VPLQG$VLVUHSHDWHGO\VKRZQLQWKHQRYHO/ROLWD has a separate existence 
DVD³FLQHPDWLFVWLOO´DQGD³photographic image ULSSOLQJXSRQDVFUHHQ´ (Nabokov 44 
DQG([FHSWIURP+XPEHUW¶VHQFRXQWHUZLWK/ROLWD¶VPDUULHG-self at the end of the 
QRYHO ZLWKLQ WKH FRQWH[W RI +XPEHUW¶V QDUUDWLYH /ROLWD H[LVWV VROHO\ DV DQ LGHDOL]HG
image-form. Nabokov suggests images themselves are meaningless outside of such 
contexts of narrative construction, and Lolita is so memorable to Humbert precisely 
because her image is adaptable to the discursive frameworks he favors (Jacobs 265). 
/ROLWD¶V LPDJH IXQFWLRQV DV DQ DXWRQRPRXV HQWLW\ D SHUIHct copy, which Humbert 
utilizes in his fantasies. To a large extent, heUVLPXODFUXPHFOLSVHV/ROLWD¶VWUXH identity. 
However, her detachment from her image-IRUPDOORZVKHU WR VKHG +XPEHUW¶V FRQWURO
and take on new forms and corresponding meanings. The detachment of Lolita from her 
image which facilitates empowerment, is echoed within the narrative when Lolita 
physically runs away from Humbert to take on a different identity. Furthermore, the 
DELOLW\RI/ROLWD¶VLGHQWLW\DQGLPDJH-form to change and take on new meanings, as well 
DVVKHGQDUUDWLYHIUDPHZRUNVFDQEHSDUDOOHOHGZLWK%DUWKHV¶FRQFHSWRIP\WKDQGWKH
figure of the femme fatale. As a myth and consequently a sign in the first system, the 
femme fatale can become a signifier in the next system, thus transcending its original 
meaning and taking on an alternative one.  
 
                                                          
18
 The poignant realization that Humbert never really knew Lolita is reached within his own narrative³LW
VWUXFNPH´KHVD\V³that I VLPSO\GLGQRWNQRZDWKLQJDERXWP\GDUOLQJ¶VPLQGDQGWKDWTXLWHSRVVLEO\
behind the awful juvenile clichés, there was in her a garden and a twilight, and a palace gate ± dim and 
adorable regions which happened to be lucidly and absolutely forbidden to me, in my polluted rags and 




                      1DERNRY¶V DWWLWXGH WR FLQHPD DV ZLWK RWKHU ZULWHUV¶ UHODWLRQVKLS WR WKH
film industry, is a contradictory one and characterized by ambivalence and antagonism. 
7R1DERNRY³[o]n the one hand, cinema epitomizes the worst of commercially driven, 
populist and yet, on the other, it generates a compelling dynamic of excitement and 
wonder that is inarguably, DQGSHUSHWXDOO\IDVFLQDWLQJ´ (Wyllie ³1DERNRYDQG&LQHPD´
215). From most accounts Nabokov was an avid film-goer. However on some occasions 
he professed to know little of particular films, actors and directors (Wyllie ³1DERNRY
DQG&LQHPD´ 215). Such a contraGLFWLRQ LVSUHVHQW LQ/ROLWD¶V³WZRIROGQDWXUH´ which 
HumEHUW GHVFULEHV DV D PL[WXUH RI ³tender dreamy childishness and a kind of eerie 
vulgarity, stemming from the stub-nosed cuteneVV RI DGV DQG PDJD]LQH SLFWXUHV´ 
1DERNRY)RU+XPEHUW/ROLWD¶V Lnnocence is tainted by a vulgarity derived from 
mass culture, yet she is still infinitely desirable and fascinating. The whole novel is 
WHVWDPHQW WR 1DERNRY¶V LQWHQVH IDPLOLDULW\ ZLWK $PHULFDQ FXOWXUH DQG HVSHFLDOO\
Hollywood films. An intricate portrait of American post-war consumer culture is 
painted by Nabokov. His novel thus ³provides an incisive account of American culture, 
including advertisements, jukeboxes, roadside attractions, movies, comics and so on´ 
(Sweeney 71) OQFHPRUH1DERNRY¶VDVVHVVPHQWof this culture can be interpreted as 
both condescending and eye-opening. This ambiguity FKDUDFWHUL]HV1DERNRY¶VUHODWLRQ
to movies and mass culture, and his ambivalence toward cinema is reflective of 
$PHULFD¶V ³preoccupying and highly contentious fascinatLRQ ZLWK LPDJH´ (Wyllie 
Nabokov at the Movies 260). Similarly, although appearing to be disparaging of 
moviHV +XPEHUW¶V QDUUDWLYH LV evidently affected by them. Wyllie describes how 
1DERNRY ³manipulates the modes, styles and techniques of film to communicate the 
overwhelming force of his desire, in a deeply cynical and highly complex act of 
58 
 
deception, designed to transform the horror that he perpetrates into an evocative and 
compelOLQJVFHQDULRRIWUDJLFURPDQFH´ (Wyllie Nabokov at the Movies 171). Humbert 
uses filmic techniques to engender sympathy, and successfully turn his crimes of 
pedophilia into a love story. 
                       /LNH 1DERNRY¶V FRQWUDGLFWRU\ DWWLWXGH WR PDVV FXOWXUH DQG ILOP both 
Chandler and West had an ambiguous relationship with Hollywood as illustrated in their 
fiction. As screenwriters, Chandler and West depended upon the film industry for a 
wage but both writers suffered whilst working within the industry. Although West was 
less financially successful than Chandler in Hollywood, West devoted himself to 
VFUHHQZULWLQJ DQG DOZD\V WULHG WR VDWLVI\ WKH SURGXFHUV :HVW¶V OHWWHUV FRQWDLQ ERWK
F\QLFLVPDQGDGPLVVLRQVRIKLVGHVLUH WRVXFFHHG5KRGHV&KDQGOHU¶V OHWWHUVDOVR
document contradictory attitudes toward the industry. Chandler criticized the film-
making process for being creDWLYHO\ VWXOWLI\LQJ DQG PHUHO\ ³JULQGLQJ RXW D SURGXFW´ 
(Selected Letters 62). In one vitriolic letter, Chandler complains that ³[t]o them a 
picture is just as much a manufactured product as a can of beaQV´ (Selected Letters 73). 
Under the studio system, whereby writers like West and Chandler were contracted, 
³screenwriting was a form of standardized labour no different from assembling an 
automRELOH´ (Rhodes 25). Such a description fits Adorno and HorkheiPHU¶VDVVHVVPHQW
of the film industry and the transposition of art into the sphere of consumption. 
However, Chandler was greatly aware of his own financial dependence upon the film 
industry. In another letter, Chandler dHVFULEHVKRZKHZDVDWWHPSWLQJ³to simplify my 
life so that I need QRWGHSHQGRQ+ROO\ZRRGVRPXFK´ (Chandler Selected Letters 124). 
Chandler was unable to extricate himself from the industry that was not just a meal 
ticket, but also allowed for the lifestyle that he had become accustomed to. In his letters 
Chandler also writes about his fear of offending Hollywood, which would have had 
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financial consequences (Selected Letters 148). :HVWDQG&KDQGOHUV¶ILFWLRQZDVQRWRQO\
enabled but shaped by their careers in Hollywood, because it gave them invaluable 
experience and material for their writing. &KDQGOHUDQG:HVWV¶UHODWLRQVKLS to the film 
industry can be seen in terms of a pattern on resistance and complicity. Whilst being 
highly critical and resentful of Hollywood, they were also reliant on the industry both 
financially and artistically. This dynamic of resistance and complicity can be paralleled 
ZLWKZRPDQ¶VUHODWLRQWRKHULPDJH:KLOVWEHLQJFRPSOLFLWLQWKHSURGXFWLRQRIKHUVHOI
and her image, contained within such representations of woman is the potential to resist 
the male defining gaze, as epitomized in the figure of the femme fatale.  
 
Conclusion:  
                      ,QWKLVFKDSWHU,KDYHH[SORUHGIHPDOHFKDUDFWHUV¶ILFWLRQDOUHSUHVHQWDWLRQ
in terms of image and the cinematic figure of the femme fatale, and how inscribed 
within such representations of women is the possibility of resistance. Image-
representations of women have the potential to function as myth, thus to be appropriated 
and change meaning. ,Q &KDQGOHU¶V ILFWLRQ IHPDOH characters actively resist the male 
defining gaze and their image-form plays a pivotal role in this process. An example of 
women using their image to resist male containment is provided by Velma Grayle from 
&KDQGOHU¶VFarewell My Lovely, whose ability to change her identity is predicated on 
the manipulation of her image-IRUP7KHSRWHQWLDOSRZHURIZRPDQ¶VLPDJHLV further 
H[HPSOLILHGLQ)D\H*UHHQHU¶VLPSHQHWUDEOHVXUIDFHDQGVHOI-sufficiency, which allows 
her to resist masculine attempts at control and also enables her to survive and thrive 
within the image-centred environment of Hollywood. Similarly, Lolita is likened to a 
photograph from which she is detached, which suggests the possibility of distance 
between a woman and her image-form. Lolita¶s detachment from her image-form also 
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illustrates the ability of both the woman and her image to take on different meanings. 
Not only can female characters, such as Velma, Faye and Lolita, change their identity 
and achieve an autonomy from their image-form, but these characters can resist the 
authority of their creators and take on a life of their own. This is perhaps best illustrated 
E\1DERNRY¶VUHODWLRQWRKLVFUHDWLRQ/ROLWDZKRPKHFODLPHGZDVPRUHIDPRXVWKDQ
himself (Sweeney 82). In this way, Lolita has taken on mythical status, like that of the 
femme fatale ILJXUH &RQVHTXHQWO\ RQH FDQ VHH KRZ ZRPDQ¶V LPDJH ZKLOVW EHLQJ D
source of possible repression, can paradoxically allow the opportunity for resistance and 
empowerment.  
                   By examining the fictional depiction of women and her relation to her 
image, with reference to the femme fatale, I have demonstrated how the Hollywood 
image-culture was crucial in the formation of a performative model of self. This subject 
is based upon the masquerades from The Day of The Locust, to whom femme fatale 
Faye Greener is strongly aligned. The survival of femmes fatales like Faye is predicated 
on her changeability and her seductive surface, which means she is resistant to the 
penetrating and objectifying male gaze, and it is the femme fatale¶V H[LVWHQFH DV D
commodified image that allows her the possibility of empowerment. The masquerade, 
by successfully manipulating their appearance in terms of their fancy dress and 
pervasive role-playing finds a way to survive within the image culture of the Hollywood 
film industry. Femme fatale and masquerade Faye is especially adept at using the power 
of her image to her own advantage. Masquerades are able to find contentment within the 






Chapter 2.  
Los Angeles: from the Land of Sunshine & Oranges to a Postmodern City.  
 
                  In this chapter I explore the role that Los Angeles and the Hollywood film 
industry played in creating a performative subject by examining selected California 
fiction from the 1930s to the 1960s. The consumer culture that grew during the 1930s, 
LQDGGLWLRQWRWKHILOPLQGXVWU\¶VSDUDPRXQWLPSRUWDQFHWRWKHFLW\Freated a particular 
LPDJH FHQWUHG FXOWXUH WKDW VKDSHG WKH UHJLRQ¶V LGHQWLW\ DQG FRUUHVSRQGLQJO\ LWV
inhabitants. I will GHPRQVWUDWHKRZWKHFLW\¶Vaccelerated pace of development, as well 
as its close association with the Hollywood film industry, had a formative impact upon 
its physical development. The highly elaborate facades within Los Angeles architecture 
allow for a reading of the city in terms of feminine surface that can be related to 
commodity fetishism. By interpreting the city and its architecture in terms of the 
³VHGXFWLYHVKHHQ´ RIWKHFRPPRGLW\IHWLVK,GUDZIXUWKHUSDUDOOHOVEHWZHHQWKHUHJLRQ¶V
peculiar identity and the creation of a performative model of self. As explored in the 
previous chapter, this identity can be aligned with the masquerades LQ1DWKDQDHO:HVW¶V
The Day of The Locust. The masquerades, with whom femme fatale Faye Greener is 
aligned, are characterised by their fancy dress and pervasive role-playing, which is 
conducive to the Hollywood image culture that they are surrounded by. In opposition to 
the masquerades, are the Midwest transplants who are consigned to merely stare at their 
more well-adjusted counterparts.  
                      This chapter EHJLQVZLWKDQH[SORUDWLRQRI-DPHV0&DLQ¶VSRUWUD\DORI
the California landscape in terms of myth, paying particular attention to the importance 
RIWKHURDGDQGWKHRFHDQDVV\PEROVRIFKDUDFWHUV¶GUHDPVNovelists of the noir genre 
such as James M. Cain and Raymond Chandler were reacting to the preceding 
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&DOLIRUQLDQ³ERRVWHUP\WK´ During the late nineteenth century and first few decades of 
the twentieth century, California developed rapidly thanks to a group of speculators and 
SURPRWHUVZKR³ERRVWHG´ California into existence.19 Once more, as a consequence of 
the developing film industry, the ³Hollywood novel´ emerged, which explored how the 
LQIOXHQFH RI PRYLHV RQ /RV $QJHOHV¶ FXOWXUH FDXVHG WKH FRQIXVLRQ RI LOOXVLRQ ZLWK
reality. 1DWKDQDHO:HVW¶V The Day of the Locust could be considered the first of this 
genre because at the time of its publication in 1939, it offered the closest literary 
examination that had yet been made of the city and its inhabitants, as well as making an 
apocalyptic forecast for this society of spectacle. )XUWKHU H[DPSOHV RI ³+ROO\ZRRG
QRYHOV´ are F. Scott FLW]JHUDOG¶VXQILQLVKHGDQGSRVWKXPRXVO\SXEOLVKHGQRYHOThe Last 
Tycoon DQG %XGG 6FKXOEHUJ¶V What Makes Sammy Run? Both these novels were 
published in 1941 and by comparing the two in terms of their respective treatment of 
Hollywood and its players, I will show a progression toward a performative identity. As 
explored with relation to the figure of the femme fatale, this subject is synonymous with 
the image culture of Hollywood, and actively constructs its identity through its 
consumption and everyday performance. The concept of a postmodern city and a 
performative identity EHFRPHVIXOO\UHDOLVHGLQ-RDQ'LGLRQ¶VPlay It As it Lays (1970) 
DQG 7KRPDV 3\QFKRQ¶V The Crying of Lot 49 (1966). The respective protagonists of 
these novels, Mariah Wyeth and Oedipa Maas, represent a new generation of survivors 
who find a way to exist in the fragmented, commodified landscape of Los Angeles, 
where meaning and fulfilment is illusory.  
                                                          
19
 The developPHQW RI /RV $QJHOHV GXULQJ WKH ³ERRVWHU´ period was largely due to a mixture of real-
estate capitalism, for instance the Pacific Railroad Company and other developing industries, which is 
described by Mike Davis in The City of Quartz: Excavating the Future in Los Angeles, as well as Kevin 






California as a Commodity:  
                6RXWKHUQ&DOLIRUQLD¶VUDSLGGHYHORSPHQWGXUing the first part of the twentieth 
century was based upon its EHLQJPDUNHWHGDVDFRPPRGLW\³the land of sunshine and 
orDQJHV´20 In City of Quartz, a portrait of Los Angeles through the twentieth century, 
Mike Davis describes how a group of developers, bankers and transport magnates, 
NQRZQ DV WKH ³ERRVWHUV´ assembled and would have a formative impact upon the 
development of Los Angeles. These boosters were headed by the owner of the Times 
newspaper Harrison Gray Otis and its editor Charles Fletcher LummiV7KH\³set out to 
sell Los Angeles - as no city had ever been sold ± to the restless but affluent babbitry of 
the MiddOH:HVW´ (DaYLV$VDFRQVHTXHQFHWKH³ERRVWHUP\WK´ of California came 
about. However, the intense significance of California withLQ $PHULFD¶V FROOHFWLYH
imagination pre-dates the twentieth century and even the 1849 Gold Rush. Carey 
McWilliams, in California: The Great Exception, published in 1949, describes the 
imaginative power that California had long-since held: 
Deeply encrusted with myth and legend, the name is historically associated with 
DKRD[0DUFR3ROR¶VPHQWLRQRIDIDEXORXVLVOH³QHDUWKHFRDVWRI$VLD´QRRQH
had ever saw or mapped or set foot upon. Although its derivation is unknown, 
California has a meaning which is as clear today as when the word stood for a 
place not yet discovered. It is the symbol of the mountain of paradise; the 
fabulous isle; the dream garden of beautiful black amazons off the Asia coast; 
³WKHJRRGFRXQWU\´± the Zion - of which man has ever dreamed.   
                                                                                                        (McWilliams 3)                                                                                                               
California was an idea before it was a place. Since its conception, California has been 
DVVRFLDWHGZLWKPDQ¶VGUHDPRISDUDGLVHRQHDUWKDQGUHSUesentative of a promised land. 
                                                          
20
 Los Angeles entered the century with a population of 102,479 but within the first three decades more 
than a million people would settle in the state making its population by 1930 to be 1,238,048 (Starr 
California 178). The Second World War brought further unprecedented growth: 1.6 million Americans 
moved to California during this time (Starr California 237). The war years and the post-war period saw 
the state grow astronomically: between 1940 and 1950 it increased by 52 percent, from 6.9 to 10.6 
million, mostly settling in the Los Angeles and Southern California region (Starr California 238).  
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With its Mediterranean climate, California lured migrants with the possibility of better 
weather and lifestyle. Added to this, was the promise of employment made by the huge 
H[SDQVLRQLQLQGXVWULHVVXFKDVDLUFUDIWGXULQJWKHVDQGµV21 California came to 
H[LVW ZLWKLQ WKH FRXQWU\¶V FXOWXUDO LPDJLQDWLRQ DV WKH FXOPLQDWLRQ RI :HVWZDUG
expansion and manifest destiny ± the American dream realised. However, with the 
realisation of any dream comes a sense of loss. Such feelings of anticipation and desire, 
which are involved with the hope of fulfilling a dream, are eradicated upon realisation. 
As GHPRQVWUDWHG LQ :HVW¶V QRYHO, by comparing the masquerades with the less well-
adjusted transplants, few people were able to cope with the realisation of the Californian 
dream.  Furthermore, the Hollywood film industry played a huge role in the creation of 
the California myth as well as the physical development of Los Angeles. Kevin Starr 
describes how, E\ WKHV³Hollywood had emerged in the national imagination as 
one of the most intensely symbolic, emotionally valent landscapes in America´ (Starr 
Inventing The Dream 334).  Consequently, Hollywood became not only a physical town 
or industry, EXW D VWDWH RI PLQG DQG D ³self-actualizing myth´ (Starr Inventing The 
Dream 334). Due in large part to the Hollywood film industry, Southern California 
found its identity and function as the place of dreams reinforced by the Hollywood film 
industry. 
                   Perched precariously on the edge of the Pacific, &DOLIRUQLD¶V JHRJUDSKLF
position created a particular mind-set that -RDQ 'LGLRQ LGHQWLILHV DV ³some buried but 
ineradicable suspicion that things had better work here, because here, beneath that 
immense bleached sky is ZKHUHZHUXQRXWRIFRQWLQHQW´(Slouching Toward Bethlehem 
                                                          
21
 The population boom was in large part due to the acceleration of the aircraft industry during World 
War Two with many people moving to Los Angeles area to work at the plants; California based 
companies such as Lockheed and Douglas were vital to the rearmament of America and allied countries: 
³:RUOG :DU ,, ZDV RQH RI WKH PDMRU WXUQLQJ SRLQWV RI &DOLIRUQLD KLVWRU\ 7KH ZDU VSHHGHG XS
LQGXVWULDOL]DWLRQDLGHGE\DQRXWSRXULQJRIXUEDQJURZWK´5ROOH-550). However, Carey McWilliams 




172). The culmination of westward expansion and the apparent realisation of the 
American dream, created a sense of immediacy and ultimatum within the Californian 
psyche. Similarly, the exceptional migration to California, beginning with the gold rush 
of 1849 and that increased year by year, created a sense of restlessness amongst the 
VWDWH¶VSRSXODWLRQMcWilliams describes how ³[n]ot only were the emigrants in a great 
hurry to reach the gold fields, but once there, the same energy kept them in motion, 
jostling them about, anGVZHHSLQJWKHPKHUHDQGWKHUH´(McWilliams 65). McWilliams 
also notes how these migrants ³quickly and easily adjusted to the condition of their new 
lLIH LQ &DOLIRUQLD´ (McWilliams 24). The motion and energy as well as the ability to 
adjust easily to a new environment, characterised the successful Californian migraQW¶V
mind-set, and can be associated with the masquerades LQ1DWKDQDHO:HVW¶VThe Day of 
the Locust. The masquerades, in their attempt to live out their dreams through 
performance, wear an array of elaborate costumes and consequently seem comfortable 
in the emerging Hollywood image-industry. The masquerade persona is strongly aligned 
with the femme fatale DQG HSLWRPLVHG E\ )D\H *UHHQHU IURP :HVW¶V QRYHO whose 
identity consists of her changeability as well as animation and performance. The 
pervasive role-playing of the masquerade is DUHIOHFWLRQRISHRSOH¶VDZDUHQHVV WKDW by 
living in California, they represent the fulfilment of the American dream. As a result, 
Californians are burdened with the knowledge that they are living the dream. 
Consequently having nothing left to lose they must realise their dreams by acting them 
out in any way possible. 
                   Perhaps because it was identified as the land of dream and promise, in 
addition to its believers, California also had its detractors and sceptics. Consequently, 
there have always been those who have doubted the tangibility of the California dream: 
³[n]aturally people have always been wary of this great golden dream, this highly 
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improbable state WKLV V\PERO RI FUXHO LOOXVLRQ´ (McWilliams 3). The promise of 
California is associated with magic and deception: ³[f]or there is a golden haze over the 
land ± the dust of gold is in the air ± and the atmosphere is magical and mirrors many 
tricks, deFHSWLRQV DQG ZRQGHURXV YLVLRQV´ (McWilliams 4). The connection between 
California and the magical is reinforced by Hollywood and its role as creator of 
cinematic fantasies. However, amongst those wise to the deceptions of California were 
those who helped create such cinematic fantasies: the writers who worked for the 
Hollywood film industry such as James M. Cain, Raymond Chandler and Nathanael 
West. Their noir vision of Los Angeles represented a response to the California booster 
myth and began a dialectic between myth and anti-myth within California fiction. The 
exponents of the original California myth, such as the boosters, conceived of Los 
Angeles as centred, a place where dreams can be realised as part of a coherent narrative, 
and which can be associated with traditional models of the subject. The booster-myth 
view of California dictates a view of Los Angeles and consequently the subject as 
unified. Whereas the anti-myth views the city as fragmentary and the subject as equally 
fragmented, because ³at the heart of the anti-myth is the assumption that Los Angeles 
embodies a spatial paradox´ (ed. Crow 27). The anti-myth accepts the geographic nature 
of the city as decentred, and correspondingly takes this as its starting point for a new 
conception of the subject. The conception of the city and subject as fragmented, is 
articulated by post-modern theorists such as Jean Baudrillard and Frederic Jameson, as 








                   The Pacific Ocean is a reminder that the American continent ends with 
California. As a result, the ocean figures significantly within the American imagination 
and Californian fiction. Because it helps create its magnificent coast, the ocean is the 
source of Southern California¶VDOOXUHEXW LW DOVRVHUYHVDVD UHPLQGHURI WKHGUHDP¶V
IUDJLOLW\7KH3DFLILF FUHDWHV ³a sense of arriving at the end of the line, the border of 
GUHDPV´ DQG FRQVHTXHQWO\ ³the place wKHUH WKH URDG DQG KRSH UXQV RXW´ (Fine 
Imagining Los Angeles 59). The literar\ FULWLF(GPXQG:LOVRQ¶V HVVD\ ³7KH%R\V LQ
7KH%DFN5RRP´ written in 1940, derided Californian novelists as well as the Pacific 
Ocean. Wilson associated $PHULFD¶V RWKHU JUHDW RFHDQ WKH $WODQWLF with culture and 
history due in part to its connection with Europe. Wilson saw the Atlantic as altogether 
superior to the Pacific, which he instead saw as vast and un-interpreted, without 
metaphor (Starr California 282-3).22 Wilson characterised the whole of California as big 
and beautiful but empty. He described the Californian writers as possessing a simplistic 
relationship to their environment and consequently having a minimalist writing style, 
which Wilson found altogether lacking (Starr California 282-3). Alternatively, the 
Pacific Ocean and California itself can be viewed as a tabula rasa onto which a 
SHRSOH¶V GUHDPV DQG IDQWDVLHV as well as fears and nightmares are projected, thus 
following in an American literary tradition that can be traced back to the Puritans.23 
Such a simplistic relationship to environment as well as minimalist style can be seen in 
the fiction of James M. Cain. 
                                                          
22
 7KHWLWOHRI:LOVRQ¶VHVVD\ ³7KH%R\VLQ7KH%DFN5RRP´ refers to the back URRPRI6WDQOH\5RVH¶V
bookstore, opened in 1935 and located downtown on Hollywood Boulevard, opposite the offices of the 
Screen Writers Guild. This was where writers such as West found an escape from the world of 
Hollywood and their day jobs as script-writers for the studios (Martin 270). 
23
 The literary treatment of the landscape in terms of tabula rasa follows an American tradition that is 
both geographic DQGSV\FKRORJLFDO)RU H[DPSOH3XULWDQ IRUHIDWKHU:LOOLDP%UDGIRUG¶V DFFRXQWRI WKH
KRVWLOH HQYLURQPHQW XSRQ DUULYDO LQ $PHULFD LQ ³Of Plymouth Plantation.´ %UDGIRUG describes the 
ODQGVFDSHDVD ³KLGHRXVDQGGHVRODWHZLOGHUQHVV´ WKXVH[SUHVVLQJ WKH3XULWDQFRPPXQLW\¶V WUHSLGDWLRQ
upon encountering the new continent (168). 
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                    ,Q &DLQ¶V The Postman Always Rings Twice, the ocean fulfils a dual, 
contradictory, and symbolic function. The ocean offers the possibility of absolution to 
Frank, when he and Cora visit the beach after they marry. They swim in the ocean in an 
DWWHPSW WR VWDUW D QHZ OLIH DQG IRUJHW WKH PXUGHU RI &RUD¶V KXVEDQG WKDW WKH\ KDYH
committed. As they enter the waves of the ocean, Frank explains its regenerating power: 
It seemed to me that all the devilment, and meanness, and shiftlessness and no-
account stuff in my life had been pressed off and washed off, and I was all ready 
to start out with her again clean, and do like she said, have a new life.  
                                                                                                 (Cain Postman 111)  
 
Like California itself, the ocean represents the possibility of starting over again. 
However, soon after this episode the ocean becomes the place of their ultimate demise: 
³&RUD¶V GHDWK DW WKH HGJH RI WKH RFHDQ VLJQDOV WKH LQHVFDSDELOLW\ RI KLVWRU\ RI DFWV
committed iQ KLVWRU\´ (Fine Imagining Los Angeles  ,Q &DLQ¶V QRYHOV WKH GUHDP
inevitably turns to nightmare, and as a result, life cannot start anew with past crimes 
forgotten. In a cruel doubling of events, Cora dies in car accident on the ocean highway 
not far from where the murder of her husband was committed. In this manner, Cain 
capitalises on the symbolic resonance of the road within Californian and American 
mythology. At the beginning of the novel, Frank is an unencumbered drifter on the open 
road, and with this incarnation Cain presents a powerful Depression-era image 
analogous to that of the Joad family in John SteinbeFN¶VThe Grapes of Wrath (1939). 
The road represents freedom, mobility and the hope of a better life, but it is precisely the 
GULYH WR DWWDLQ D EHWWHU VRFLDO SRVLWLRQ WKDW PRWLYDWHV WKH FKDUDFWHUV¶ YLROHQW DFWLRQV
ZLWKLQ&DLQ¶VILFWLRQ,QPostman, the road comes to represent not escape but rather an 
inescapable trap for Frank and Cora, who become entangled within the circularity of 
events that take place RQ WKH KLJKZD\ &RQVHTXHQWO\ ³the road, with its deceptive 
promise of mobility and freedom provides the chief metaphor for the betrayed promise 
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RIWKH:HVW´ (Fine Imagining Los Angeles 45). With such symbols, Cain demonstrates 
the possible dangers entailed in realising the Californian dream.  
                The powerful symbolism of the road and the ocean, as well as the new 
tHFKQRORJ\RISODQHVDQGFDUVLQILOWUDWHVWKHODQJXDJHXVHGE\&DLQ¶VIDWHGSURWDJRQLVWV
Frank says to Cora after the mXUGHUWKDWWKHUHLV³WRXJKURDGDKHDG´ (Cain Postman 46). 
Cora likens their passionate love to the power of an airplane engine struggling to be 
contained within an old Ford motor car:  
³:HKDGDOOWKDWORYHDQGZHMXVWFUDFNHGXSXQGHULW,W¶VDELJDLUSODQHHQJLQH
that takes you up through the sky, right up to the top of the mountain. But when 
you put it in a Ford, it just shakes to piHFHV7KDW¶VZKDWZHDUH)UDQN, just a 
FRXSOHRIROG)RUGV´                                                                (Cain Postman 85)                                                                                                            
 
Cora is aware that the love and ambition they possess is too great for their ordinary lives 
and that it is dangerous for them to harbour such dreams and desires. Interestingly, Cora 
uses technological terminology to express her thoughts, referring to the industrialisation 
that underpinned the Californian dream.24 6LPLODUO\ &RUD¶V DQDORJ\ suggests the 
potentially tragic consequences of achieving that dream, especially a dream that is 
driven by inhuman technological forces. )UDQNGRHVQRWKHHG&RUD¶VZDUQLQJWKDt God 
is laughing at them, and his response to her thoughts is similarly peppered with 
symbolism:  
³7KHKHOOKHLV:H¶UHODXJKLQJDWKLPWRRDUHQ¶WZH"+HSXWXSDUHGVWRSVLJQ
for us, and we went past it. And then what? Did we get shoved off the deep end? 
:HGLGOLNHKHOO:HJRWDZD\FOHDQDQGJRWIRUGRLQJWKHMRE´ 
                                                                                                   (Cain Postman 85) 
 
Using the terminology of the road, Frank describes how thH\ERWKLJQRUHGD³UHGVWRS
VLJQ´ in carrying out their murderous plans, but because they have not yet been 
                                                          
24
 &RUD¶V DQDORJ\ refers to the aeronautical industry, which was IXHOOLQJ WKH VWDWH¶V HFRQRPLFSUogress 
GXULQJ WKH¶VDQGµV)XUWKHUPRUH WKHUHIHUHQFH WR³ROG)RUGV´KLJKOLJKWVKRZGXULQJ WKHV
Ford motor cars had become affordable for much of the American population. 
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³VKRYHGRIIWKHGHHSHQG´ Frank believes that this means they will get away with their 
DFWLRQV7KH³GHHSHQG´ evokes the nearby Pacific Ocean and inevitably the murder they 
have committed by having tipped the car over the cliff edge. Furthermore, it 
foreshadows the ending of the novel when they are both finally, metaphorically, shoved 
off the deep end: with Cora dead and Frank awaiting his execution. Within the novel, 
³shoved off WKHGHHSHQG´ becomes a recurring motif and highlights how such symbols 
as the road and ocean function in terms of a dialectic between dream and reality. The 
road and the ocean contain contradictory meanings as they represent both the promise of 
fulfilling the dream as well as the potentially tragic consequences of its realisation.25 
                  ,Q &DLQ¶V ILFWLRQ DUFKLWHFWXUH SOD\V D VLPLODU V\PEROLF UROH WR WKDW RI WKH
ocean and road. For example in Postman the main location of the novel, The Twin Oaks 
Tavern, as its name implies, symbolizes the doubling of events in the novel, in addition 
to the twin paths of Frank and Cora that converge at the Tavern and cause the action of 
the novel. Housing, or more specifically real-estate, also plays an important role in 
&DLQ¶V Mildred Pierce. 0LOGUHG¶V KXVEDQG %HUW IRUPHG WKH FRPSDQ\ ³3LHUFH +RPHV
,QF´ ZLWK KLPVHOI DV 3UHVLGHQW GXULQJ WKH UHDO-estate boom of the 1920s California. 
With the land in Glendale that Bert inherited, the company built Spanish-style houses 
IRURUGLQDU\³IRON´ The novel describes how one of these houses became the Pierces 
family home and from which Bert is forced to leave after his marital infidelity with a 
neighbour. Their home is introduced to the readHUDV³like others of its kind: a Spanish 
EXQJDORZ« as good as the next and perhDSVD OLWWOHEHWWHU´ (Cain Mildred Pierce 1). 
This description encompasses the Californian dream of owning a one-family, detached 
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 The circularity of symbols and events in Postman is epitomised in the HFKRLQJYRLFHRI&RUD¶VKXVEDQG
Nick, when he is murdered. Like the echo, symbols reoccur but with different meanings, just as every 
action has a counteraction within the novel. In relation, Thomas 3\QFKRQ¶V later novel The Crying of Lot 
49 makes reference to this motif in the name of the motel in which protagonist Oedipa Maas stays, called 




house with a plot of land. Furthermore, the PLHUFH¶VKRPHLVLQWKHPRVWSRSXODUVW\Oe of 
DUFKLWHFWXUHDW WKLV WLPH³Spanish,´ which had become ubiquitous and mass-produced;  
the style is definitively Californian as it is purely imitative, bearing little relation to 
&DOLIRUQLD¶V original Spanish heritage, thus DNLQWR-DPHVRQ¶VGHILQLWLRQRISDVWLFKHDV
meaningless parody. The UHDGHU RI &DLQ¶V QRYHO OHDUQV WKDW WKH KRXVH WKH 3LHUFH
Company, and consequently the Pierce family itself, suffered as a result of the 1929 
stock-market crash and ensuing DeprHVVLRQ7KHKRXVH³was a mockery now, and the 
place had been mortgaged and re-mortgaged, and the money from the mortgages long 
VLQFHVSHQW´(Cain Mildred Pierce 7KH3LHUFHVUHSUHVHQW³a profile of withered 1920s 
middle class elegance, the good life shaWWHUHGE\WKHGHSUHVVLRQ´ (ed. Fine Los Angeles 
in Fiction 98). They are emblematic of the economic slump that occurred amongst the 
middle classes during the 1930s, who began to feel let down by the promise of the 
California dream.26  
                   The V\PEROLFVLJQLILFDQFHRIKRXVLQJLVIXUWKHULOOXVWUDWHGLQ&DLQ¶VMildred 
Pierce, when after Mildred has become a successful businesswoman, she moves from 
middle-class, suburban Glendale to the more gentrified Pasadena, in order to inhabit her 
a mansion belonging to her new husband Monty Beragon. This migration represents 
VRFLDOPRELOLW\DQGWKHIXOILOPHQWRI0LOGUHG¶VGHVLUHWREHFRPHXSSHU-class and finally 
WUDQVFHQGKHUPLGGOHFODVVEHJLQQLQJV 0LOGUHG¶VDPELWLRQLVSULPDULO\FDXVHGE\KHU
aspirational and spoilt daughter Veda. However, transcendence of her middle-class 
origins is not possible for Mildred. This is metaphorically illustrated in the novel when 
Mildred becomes trapped between Pasadena and Glendale in a severe flood and is 
forced to walk home to Glendale. In this episode, Cain brings together two symbols of 
                                                          
26
 0LNH 'DYLV GHVFULEHV KRZ ³the Depression in Los Angeles was foregrounded and amplified in the 
middle-classes, producing a political fermentation that waV DW WLPHV EL]DUUH´ $FFRUGLQJ WR 'DYLV WKH
effects of the economic situation on this group was reflected in the fiction of Cain and Chandler where 
³[t]hese Depression-crazed middle classes of Southern California became, in one mode or another, the 
original protagonists of that great anti-myth usually known as noir´(Davis 37). 
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social mobility, the road and housing, to illustrate the transitory and potentially 
reversible nature of dream fulfilment. Consequently, such symbols represent the 
fragility of the California dream. In &DLQ¶V RWKHU QRYHO The Postman Always Rings 
Twice, the ocean, the road as well as housing, contain contradictory significance as they 
represent both the promise and the failure of that dream. However, unlike Cora and 
Frank, Mildred manages to survive the collapse of the dream, because she is able to 
successfully return to her middle-class suburban life. Mildred is a precursor to the 
KHURLQHV RI ODWHU &DOLIRUQLDQ ILFWLRQ VXFK DV 0DULDK :\HWK LQ 'LGLRQ¶V Play It As It 
Lays. Like Mariah, Mildred indulges in fast-driving but similarly discovers that the 
freedom promised by the road is ultimately illusory. Furthermore, both Mildred and 
0DULDK DUH ³VXUYLYRUV´ overcoming adversity and finding the means to navigate the 
contradictory nature of Los Angeles and the capriciousness of the California dream. 
                    7KH VLJQLILFDQFH RI KRXVLQJ LQ &DLQ¶V ILFWLRQ LV IXUWKHU LOOXVWUDWHG LQ WKH
mediocre but highly popular Spanish-style houses depicted in Double Indemnity and 
Mildred Pierce. However, these ordinary houses harbour people leading, or wishing to 
OHDG H[WUDRUGLQDU\ OLYHV &DLQ¶V FKDUDFWHUV FRPPLW DGXOWHU\ PXUGHU DQG H[WRUWLRQ LQ
pursuit of their dreams. For example, in Double Indemnity the narrator-protagonist 
Walter Huff describes the 1LUGOLQJHUV¶KRXVHZKLFKFRPHVWREHFDOOHGWKH³+RXVHRI
'HDWK´DV³just a Spanish house, like all WKHUHVWRIWKHPLQ&DOLIRUQLD´ (Cain Double 
Indemnity 1). Walter himself similarly lives in a nondescript bungalow that had become 
very common during the 1920s and 30s. Walter notes how all these Spanish houses 
came ³ULJKWRXWRIWKHVDPHFDQ´ as if they are another mass-produced commodity (Cain 
Double Indemnity 3). Adorno and Horkheimer describe KRZ ³WKH FXOWXUH LQGXVWU\´
causes the LQIHFWLRQRI³VDPHQHVV´ to every area of life (94). This was demonstrated in 
&DOLIRUQLD¶Vhousing, where the new bungalows built on the outskirts of town invited 
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³their users to throw them away after short use like tLQ FDQV´ (94). In California, 
housing functions in terms of an all-pervasive consumer culture, suggesting that even 
those who reside in these houses become similarly commodified and transient. 
&RQVHTXHQWO\ &DLQ¶V ILFWLRQ LOOXVWUDWHV KRZ WKHVH RUGLQDU\ LGHQWLFDO KRXVHV FRQFHDO
WKHLU LQKDELWDQWV¶ IUXVWUDWLRQ, which is caused by the broken promises made by the 
California dream, as well as by their underlying suspicion that they too have become 
mere commodities. 
                        Through a largely sympathetic portrayal of ordinary people pursuing the 
California drHDP&DLQ¶VILFWLRQ takes symbols of the booster myth and explores them in 
terms of a complex dialectic between the dream imagined and the dream realised. 
Influenced by the repercussions made by the Great Depression amongst the middle-
classes in California, Cain demonstrates how powerful Californian symbols, such as the 
road, the ocean and housing, can represent both dream and nightmare. These symbols¶
contradictory nature point to a conception of the city that is similar to postmodernist 
writers such as Pynchon, ZKR¶V The Crying of Lot 49 depicts a city where ultimate 
meaning proves elusive to protagonist Oedipa Maas. The ability of the symbols used in 
&DLQ¶VILFWLRQWRSRVVHVVFRQWUDGLFWRU\PHDQLQJVUHFDOOV%DUWKHV¶P\WK, which is defined 
by its ability to be appropriated as well as shift in meaning, whereby the signified in the 
first system becomes a sign in the next. Barthes characterises myth in terms of 
fluctuation and even duplicity. Paradoxically, myth resists the meaning that it is 
dependent upon, for ³[i]t is this constant game of hide-and-seek between the meaning 
DQGWKHIRUPZKLFKGHILQHVP\WK´ (Barthes 142). The ability of the road and the ocean 
to contain opposite, contradictory meanings is explored in the later writing of Didion 
and Pynchon. Furthermore, such an appropriation by these later writers further 
illustrates their mythological valence, as ³the fundamental character of the mythical 
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concept is to be appropriated´ (Barthes 143). &DLQ¶V Spartan style lends itself to such 
symbolic significance and mythological appropriation.27 7KLV H[DPLQDWLRQ RI &DLQ¶V
work with reference to symbolism, demonstrates how Cain helped to shape a dialectic 
between myth and anti-myth within Californian literature. CDLQ¶V ILFWLRQGHPRQVWUDWHV
how the California dream, and its unstable realisation, impacted upon the mind-set of 
those who pursued and attained it. 
 
Raymond &KDQGOHU¶V City of Deception: 
                     %RWK &DLQ DQG &KDQGOHU¶V ILFWLRQ SURYLGH DQ LQVLJKW LQWR /RV $QJHOHV¶
society through their fictional portrayal of housing. For example, the geographical 
SRVLWLRQ RI WKH 1LUGOLQJHUV¶ KRXVH LQ &DLQ¶V Double Indemnity is highly significant. 
Located in Hollywoodland and perched on the hillside, the house represents social 
mobility. The changing demographics of the city during the twentieth century illustrate 
how an increase in status was accompanied by a move to a better neighbourhood that 
was on higher ground. British architect Reyner Banham, writing in the 1960s, describes 
the connection between socio-economic status and geographical position which became 
exaggerated during the post-war period. Banham notes how ³the financial and 
topographical contours correspond almost exactly: the higher the ground the higher the 
LQFRPH´ (Banham 79).28 ,Q&KDQGOHU¶VILFWion, the wealthy characters inhabit mansions 
on hilltops, such as the Grayles in Farewell My Lovely)XUWKHUPRUHWKH*UD\OHV¶ house 
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 Because of his concentration on action or lived-experience as well as strong images and metaphors, 
&DLQ¶VZULWLQJRIWHQUHDGV OLNHDVFUHHQSOD\DQG LQGHHGKLVQRYHOVKDYHEHHQVXccessfully adapted into 
films. &DLQ¶V minimalist style has invited the description by Kevin Starr that Cain leaves everything but 
plot on the cutting room floor (Fine Imagining Los Angeles 94). Similarly, somewhat disparagingly yet 
possibly with a hint of MHDORXV\5D\PRQG&KDQGOHUGHVFULEHGKLV IHOORZ ZULWHUDV ³D3URXVW LQJUHDV\
overalls,´ suggesting perhaps that &DLQ¶VXQSUHWHQWLRXVwriting style concealed literary genius (Friedrich 
163). 
28
 Los Angeles¶ geographic development adhered to the wider national tendency of westward expansion 
as it spread into the hills away from the centre or downtown of the city. Furthermore, the city experienced 




is positioned precariously close to the ocean edge, with the ocean serving as a reminder 
QRW RQO\ RI WKH IXOILOPHQW RI WKH µ&DOLIRUQLD GUHDP¶ EXW DOVR LWV LQVWDELOLW\ Marlowe 
describes how from within the Grayle house, the ocean could be felt but not seen 
(Chandler BSON 247). Whilst exploring the house, Marlowe describes how ³[a] French 
window showed a gleam of blue water far off and I remembered almost with a shock 
that we were near the Pacific Ocean and that this house was on the edge of one of the 
FDQ\RQV´ (Chandler 249). TKH RFHDQ¶V SUR[LPLW\ FRPHV WR 0DUORZH LQ WKH IRUP RI D
sudden realisation. Wealthy mansions like that of the Grayles symbolise social ascent 
but also the precariousness of such a societal position based upon criminally gained 
riches. Similarly, the Sternwood mansion in The Big Sleep stands next to their oilfields, 
which act as a literal reminder of the source of their wealth. The fields are also the 
ORFDWLRQ RI WKH IDPLO\ VHFUHW WKH ERG\ RI 9LYLDQ¶V PXUGHUHG KXsband Regan, which 
FRQVWLWXWHV³the crime lying hidden in history aQGEXULHGGHHS LQ WKH ODQGVFDSH´ (Fine 
Imagining Los Angeles 0DUORZH¶VUROH is to metaphorically dig into the landscape 
DQGFRUUHVSRQGLQJO\WKH6WHUQZRRGIDPLO\¶VKLVWRU\LQRUGHUWRXQFRYHUWKHLUVHFUHWV 
                  :LWKLQ &KDQGOHU¶V ILFWLRQ the houses of the rich, both physically and 
metaphorically, represent a means of separation from the rest of the world. In his role as 
detective, Marlowe is able to penetrate beyond that boundary. ,Q KLV HVVD\ ³2Q
5D\PRQG &KDQGOHU´ Jameson notes KRZ WKH GHWHFWLYH IXQFWLRQV DV ³DQ RUJDQ RI
perceptLRQ´ 72). 0DUORZH¶V RFFXSDWLRQ DOORZV him an unusual access to the full 
spectrum of different social groups that were emerging at this time. Jameson writes that 
GXHWR/RV$QJHOHV¶VRFLDOO\IUDJPHQWHGQDWXUH ³a figure must be invented who can be 
superimposed upon the society as a whole, whose routine and life-pattern serve 
somehow to tie its separDWHDQGLVRODWHGSDUWV WRJHWKHU´(69). Thus Chandler is able to 




anRQ\PRXV RU ZHDOWK\ RU VHFUHWLYH´ (70). 'XH WR 0DUORZH¶V SULYLOHJHG DFFHVV DQG
XQLTXHSHUVSHFWLYH&KDQGOHU¶VQRYHOVGHSLFWDOOHOHPHQWVRI/RV$QJHOHV¶VRFLHW\LQWKH
VDQG µVSD\LQJSDUWLFXODUDWWHQWLRQ WR WKe seedier and more corrupt aspects of 
WKHFLW\DWWKDWWLPH&RQVHTXHQWO\&KDQGOHU¶VYLVLRQRI/RV$QJHOHVFRXQWHUDFWHGWKH
glamour of Hollywood as well as the California booster-myth.  
                    &KDQGOHU¶V ODWHUQRYHOThe Little Sister published in 1949, a decade after 
The Big Sleep (1939) and Farewell My Lovely (1940), is illustrative of the societal 
impact of the unprecedented growth Los Angeles experienced during the war and the 
immediate post-war period, as well as the effects felt by the developing film industry. 
Of all &KDQGOHU¶V novels, The Little Sister offers the closest examination of Hollywood 
in addition to providing an intimate portrait of Los Angeles as a whole. During one of 
his drives through the city, Marlowe declares a nostalgia for a time in Los Angeles¶ 
history before its rapid development and transformation:  
µ, XVH WR OLNH WKLV WRZQ «A long time ago. There were trees along Wilshire 
Boulevard. Beverly Hills was a country town. Westwood was bare hills and lots 
offering at eleven hundred dollars and no takers. Los Angeles was just a big dry 
sunny place with ugly homes and no style, EXWJRRGKHDUWHGDQGSHDFHIXO¶   
                                                                                             (Chandler LLON 537)                                            
Marlowe describes how /RV $QJHOHV KDG WXUQHG LQWR D ³QHRQ-OLJKWHG VOXP´ WKDW
FRQWDLQHG DOO ³the riff-raff of a big hard-boiled city with no more personality than a 
SDSHU FXS´ (Chandler LLON 537). The novel contrasts Los Angeles during its 
preceding booster period with its present time of the late 1940s. The contrasting 
GHVFULSWLRQ LQGLFDWHV QRW RQO\ &KDQGOHU¶V LQWHQVH IDPLOLDULW\ ZLWK WKH FLW\ GXULQJ LWV
infancy but also his dislike of what it had become, especially the effects made by 
consumerism and mass culture.  
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                       Seen through the eyes of Marlowe as he drives at night, the reader is 
VXEMHFWWRWKHJDXGLQHVVRIWKHFLW\¶VEULJKWQHRQOLJKWV&KDQGOHUGHILQHV/RV$QJHOHV
in relation to these deceptive lights:  
I smelled Los Angeles before I got to it. It smelled stale and old like a waiting 
room that had been closed too long. But the coloured lights fooled you. The 
lights were wonderful. There ought to be a monument to the man who invented 
neon OLJKWV )LIWHHQ VWRULHV KLJK VROLG PDUEOH 7KHUH¶V D ER\ WKDW UHDOO\ made 
something out of nothing.                                                    (Chandler LLON 452)                                                                                     
 
In Chandler¶VW\SLFDOacerbic irony he describes how the brightly coloured neon lights 
PDVNWKHFLW\¶VEDGVPHOOThe garishness of the city disguises WKHFLW\¶VFRUUXSWLRQas 
well as its lack of meaning. The neon lights mask a vacuum. Los Angeles as a void is a 
theme explored by postmodern writers such as Thomas Pynchon in The Crying of Lot 
49, published in 1966. This latter novel depicts a protagonist struggling to decipher and 
find meaning in an enigmatic city. To Chandler, the neon lights are a symbol of 
deception and artificiality, they are representative of the influence of consumer culture 
GXHWRWKHLUDELOLW\WRWXUQEXLOGLQJVLQWRPHUHDGYHUWLVHPHQWV0DUORZH¶V/RV$QJHOHV
is a place where something has been made out of nothing, and all is mere movie-made 
sham.  
                    7KH LPSUHVVLRQ RI WKH FLW\ LQ &KDQGOHU¶V QRYHOV LV RQH RI DHVWKHWLF
gaudiness and it seems Chandler took enjoyment in documenting the seedier aspects of 
Los Angeles. &KDQGOHU¶VGLVOLNHRI/RV$QJHOHVDQd resentment of the Hollywood film 
industry is illustrated in his letters. It was an industry that Chandler was reliant on for a 
pay cheque and yet which he accused of lacking artistic merit, because as a mass 
industry it treated movies as indiscriminate products. In his letters, Chandler regularly 
lamented the Hollywood studio¶V)ordist approach to making films, to whom ³a picture 
is just as much a manufactured product as D FDQ RI EHDQV´ (Selected Letters 73). 
Similarly, iQ &KDQGOHU¶V The Little Sister, California is described as ³WKH GHSDUWPHQW-
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VWRUHVWDWH´EHFDXVHLWKDG³the most of eveU\WKLQJDQGWKHEHVWRIQRWKLQJ´ (Chandler 
LLON 451). In comparing California to a department store, Chandler is referring to the 
FRQVXPHU¶VLOOXVLRQRIFKRLFH California is a place where one can choose from various 
roles to play and live in whatever style of house one wants, and yet it is all sham. 
&KDQGOHU¶s vision of an artificial Los Angeles extends to its people, and his novels 
depict a world of deception which Marlowe has to navigate. Furthermore, a 
deceptiveness of city can be paralleled with the portrayal of women, as epitomised in 
the figure of the femme fatale. The female characters are often actresses or dancers and 
consequently associated with the Hollywood film industry. Consequently, both the city 
and the women in &KDQGOHU¶VILFWLRQare not what they seem and can be defined in terms 
of their seductive yet deceptive surfaces.  
                       However, within the overriding ³FKHDSQHVV´ that characterises Chandler¶V
description of Los Angeles lies a sense of democracy. The rich are as vulgar as the poor 
and Marlowe remains the privileged exception. Just as Chandler saw himself as separate 
from movie industry and its artistic shortcomings, Marlowe is distanced from and even 
above all those he interacts with. TKH FRQFHSW RI /RV $QJHOHV DV D ³democracy of 
trash´ can be associated with Adorno and Horkheimer¶VDFFRXQWRIWKHFXOWXUHLQGXVWU\
where everyone is equal but only as duped consumers. The mass culture that Adorno 
and Horkheimer describe gives people a false sense of individualism, but in reality all 
are subservient to capitalism, creating an epidemic of sameness. 0XFKOLNH&KDQGOHU¶V
deVFULSWLRQ RI &DOLIRUQLD DV WKH ³department-store VWDWH´ Adorno and Horkheimer 
describe how within the culture industry, ³[s]omething is provided for everyone so that 
no one can escape; differences aUHKDPPHUHGKRPHDQGSURSDJDWHG´ (97). Adorno and 
Horkheimer described an American society that although politically democratic, was 
experiencing the homogenization of its culture resulting from consumerism during the 
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V DQG µV &RQVHTXHQWO\, they drew parallels between America and the fascism 
they had experienced first-hand in Europe.  
                   Adorno and Horkheimer questioned the seemingly democratic nature of 
+ROO\ZRRG¶V SURPLVH RI VWardom to the ordinary person. Adorno and Horkheimer 
critique the myth of re-invention promoted by the film industry that promoted itself as 
³unceasingly in search of talent´ and describes how the masses arH ³too astute to 
identify with the millionaire on screen´\HW³too obtuse to deviate even minutely from 
WKH ODZ RI ODUJH QXPEHUV´ (116). The film-goer is quick to identify with the idol on 
screen but is slow to calculate the probability of becoming that idol. Similarly, the 
female movie-star on screen represents both identification and separation to the ordinary 
film-JRHU³[t]he female starlet is supposed to symbolize the secretary, though in a way 
which makes her seem predestined, unlike the real secretary, to wear the flowing 
HYHQLQJJRZQ´ (116). Like Adorno and Horkheimer, Chandler in The Little Sister took 
an alternative view of the re-invention narrative that was promoted by the movies: 
Wonderful what Hollywood will do to a nobody. It will make a radiant glamour 
TXHHQRXWRIDGUDEOLWWOHZHQFKZKRRXJKWWREHLURQLQJDWUXFNGULYHU¶VVKLUWVD
he-man hero with shining eyes and brilliant smile reeking of sexual charm out of 
some overgrown kid who was meant to go to work with a lunchbox. 
                                                                                             (Chandler LLON 516) 
 
Chandler de-glamourizes movie stars and the promise of self-transformation made by 
Hollywood. He GHVFULEHVKRZ+ROO\ZRRG¶VDELOLW\to transform the individual can also 
have very sinister effects, so that ³it might even take a small town prig like Orrin Quest 
and make an ice-pick murderer out of him in a matter in months, elevating his simple 
meanness into the classic sadism of the multLSOH NLOOHU´ (Chandler  LLON 526). The 
democratising effect of the culture industry means that it is equally as possible to 
become a murderer as to become a star on screen. Chandler was aware of the darker 
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side of Hollywood and through his fiction illustrated what he perceived to be the more 
sinister consequences of the dream factory.  
                        As illustrated through his writings, Chandler was an outsider to 
Hollywood and also to American language and culture. His experience in the oil-
industry before his literary career gave him an alternative perspective on Los Angeles in 
its early development. Jameson emphasises how Chandler was a stylist in the American 
ODQJXDJHDQGFDOOVKLPD³SDLQWHURI$PHULFDQOLIH´ (67). The real content of his novels, 
according to Jameson, is a scenic one and they are concerned with the depiction of the 
American landscape (66-7). :KDWLVSDUWLFXODUO\LPSRUWDQWDERXW&KDQGOHU¶VSRUWUDLWRI
Los Angeles is that it predicts the fragmentation of American cities and societies which 
took place in America after the Second World War. This societal fragmentation had 
already began to occur in Los Angeles during the 1930s and 40s. Consequently through 
his fiction, Chandler anticipates the social realities that were to follow. Between the 
wars, the city as pRUWUD\HG LQ &KDQGOHU¶V ILFWLRQ ³is a kind of social microcosm and 
forecast of the country as a whole: a new centerless city, in which the various classes 
have lost touch with each other because each is isolated in his own geographical 
FRPSDUWPHQW´ (Jameson 69). During the post-war period, other cities followed the 
example of Los Angeles in terms of greater suburbanisation at the expense of a central 
downtown, as well as increased segregation in terms of social class and race. Chandler 
was one of the first writers to take a critical view of a city that was still seen popularly 
at the time as a kind of Eden. Importantly, Chandler portrayed Los Angeles in terms of 
hollow consumerism as well as social fragmentation. As a result, Chandler 
foreshadowed post-modern writers such as Didion and Pynchon who would illustrate 
the connection between the meaningless nature of the city and a new postmodern model 




The Noir Vision and Mass Culture:  
                   Influenced by the atmosphere of the Depression years as well as the false 
promises of consumerism, &DLQ DQG &KDQGOHUV¶ noir vision represents a reaction to 
booster myths of California as the land of sunshine and oranges. Mike Davis describes 
how ³Noir was like a transformational grammar turning each charming ingredient of the 
ERRVWHUV¶DUFDGLDLQWRDVLQLVWHUHTXLYDOHQW,´DQGFRQVHTXHQWO\³through a succession of 
through-the-glass-darkly novels they repaintHG /RV $QJHOHV DV DQ XUEDQ KHOO´ (Davis 
37-8). Much of this vision can bHDWWULEXWHGWRWKHDXWKRUV¶H[SHULHQFHVDVRXWVLGHUV as 
well as their perception of mass cultureZKLFKDOVRPDUNVWKHVHZULWHUVDVµWUDQVSODQWV¶ 
These writers moved to Los Angeles to work for the film industry as script-writers, 
where they often struggled to become successful or valued for their artistic merits. 
These writers became disillusioned with a place that was profit-driven and the people 
seemingly insincere. There is no better illustration of the broken promise of the 
&DOLIRUQLDQ GUHDP WKDQ ³WKH FKHDWHG DQG EHWUD\HG´ in The Day of The Locust (West 
292). Unable to adjust to the seemingly artificial nature of the city and the transitory 
consumer promises of the region, these people can only watch the more well-adjusted 
PDVTXHUDGHVZLWK³H\HVILOOHG with hatred (West 180). These transplants are emblematic 
of the Midwestern middle-FODVVHV ZKR PRYHG WR /RV $QJHOHV LQ WKH V DQG µV, 
and ZKR ILQG WKDW ³WKH VXQVKLQH LV QRW HQRXJK´ (West  )HHOLQJ ³WULFNHG´ by the 
California booster myth, these people have turned into a violent mob at the end of the 
novel (West 291:HVW¶VDSRFDO\SWLF forecast for Los Angeles is a projection of fear 
regarding the growing influence of mass culture.  
                       ,Q :HVW¶V SRUWUDLW RI WKHVH 0LGwesterners, he draws parallels between 
mass culture and fascism. West associates their penchant for consumerism with 
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conformity. Susan Hegeman describes how during the 1930s it had become common 
amongst intellectuals to associate the Midwest with consumer culture, a view derived 
IURP DQWKURSRORJLVWV 5REHUW 6 /\QG DQG +HOHQ 0HUUHO /\QG¶V LQIOXHQWLDO VWXG\
Middletown publLVKHG LQZKLFKGHVFULEHG³the more prosperous Middletowners 
« quick but also aberrant, adaptation to consumer culture,´ DV LOOXVWUDWHG WKURXJK ³a 
strong inclination to conspicuous consumption on the one hand, and by an equally 
strong propensity for VRFLDOFRQIRUPLW\RQWKHRWKHU´ (Hegeman 137). Most startling and 
yet most interestingly, the Lynds describe how these mid-westerners or Middletowners 
³[n]ot yet fully capable of expressing themselves through the use of consumer items « 
instead become akin to the mass SURGXFHGSURGXFWVWKH\FRYHW´ (Hegeman 137). These 
0LGGOHWRZQHUVGHVFULEHGLQWKH/\QGV¶VWXG\DUHSRUWUD\HGLQThe Day of the Locust as 
those who have moved to Los Angeles for the sunshine but are unable to find happiness 
in the transitory fulfilments of its culture. Unlike the masquerades, these Midwest 
transplants or Middletowners, are ill at ease in the emerging consumer culture, 
consigned to merely stare at the masquerades who are better able to express themselves 
in terms of consumer culture. Homer Simpson is the archetypal Midwestern transplant 
who lusts after the seductive Faye Greener much like a consumer desires a commodity. 
The novel witnesses KLPVKRSSLQJLQWKH³6XQ*ROG0DUNHW´ as well as falling victim to 
the sales-SLWFK RI +DUU\ *UHHQHU IRU ³Miracle SolvH´ +owever, Homer is 
uncomfortable in this consumer society and compared to mechanically produced 
commodity: ³DSRRUO\PDGHDXWRPDWRQ´ (West 201). He is described as being detached 
from his body and especially from his hands. Like 0DU[¶VGHVFULSWLRQRI WKHZRUNHU¶V
alienation from the products he or she produces, Homer is alienated from his hands. 
Through this description of HomeU¶V DOLHQDWLRQ :HVW SURYLGHV IXUWKHU LOOXVWUDWLRQ RI
KRZFRQVXPHUFXOWXUHDIIHFWVDOODUHDVRIOLIHLQFOXGLQJDSHUVRQ¶VUHODWLRQWRWKHLURZQ
body. Furthermore, Jacobs describes how transplants like Homer are representative of 
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an older socio-economic order. Although these transplants partake blindly in 
consumerism, they are out of place in the image industry of Hollywood; nevertheless 
they are ultimately absorbed into this new order through its mechanisms of desire (245). 
:HVW¶V QRYHO FRQtrasts the ill-adjusted transplants with the more well-adjusted 
masquerades who are consequently more at home in Los Angeles. The masquerade is 
represented by the seductive, glittering and vibrant Faye Greener, who lives her life 
through performance, illustrating her ease with the Hollywood culture of consumerism 
and the image. 
                  ,Q :HVW¶V QRYHO WKH association is made between mass culture and the 
feminine as epitomised by Fay Greener, who exists as an object of desire and is 
synonymous with the consumerism of Hollywood industry. During the nineteenth 
century, the notion that mass culture was somehow associated with women gained 
ground, whilst real authentic culture remained the prerogative of men (Huyssen 47). 
Women had always been excluded from the masculine domain of producing high art, 
leaving ³ORZ´ mass art forms and culture to be considered feminine. And with the 
advent of the industrial revolution, the association of men with production and 
consequently women with consumption strengthened. As a result, the connection 
between women and mass culture intensified (Huyssen 47).29 Consequently, the 
modernist work of art represented a resistance to the seductive lure of mass culture and 
succumbing to its enticements meant ³losing oneself in dreams and delusions, of 
consuming rather than producing,´ (Huyssen 55). Both Homer and Tod are infatuated 
by Fay, revealing their vulnerability to mass culture. Faye is described as being ³shiny 
as a new spoon,´ with ³SDOH JOLWWHULQJKDLU´ which thus defines her as a commodity 
(West 212). As discussed in the previous chapter, Laura Mulvey describes how the 
                                                          
29
 Similarly, Huyssen explores how the modernist aesthetic constitutes a fear of the other as is epitomised 
LQDIHDURIWKHµIHPLQLQH¶ masses.  
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commodity WDNHV RQ D GLVWLQFWO\ IHPLQLQH ³VHGXFWLYH VKHHQ´ as it competes in the 
market-place (Fetishism and Curiosity 4). The nature of Faye as a femme fatale and her 
artificial, seductive surface can be likened to Los Angeles architecture. Craig Owens 
notes how ³femininity is frequently associated with false representation, with simulation 
DQGVHGXFWLRQ´ (Owens 68). Thus femininity is conceived of as merely decorative much 
like the elaborate, decorative architectural facades of the houses in Los Angeles as 
GHVFULEHGLQ:HVW¶VQRYHl.   
 
Fantasy and Façade in 1DWKDQDHO:HVW¶VThe Day of the Locust: 
                  :HVW¶V QRYHO GHSLFWV D /RV $QJHOHV ZKHUH WKH OLQH EHWZHHQ illusion and 
reality has broken down and where to act a part is to be a person. 7RG¶V IULHQG WKH
screenwriter Claude Estee, hosts a party and impersonates a Civil War colonel to fit the 
Southern architecture of his plantation-VW\OHKRXVHZKLFKLV³an exact reproduction of 
the old Dupey mDQVLRQ QHDU %LOR[L 0LVVLVVLSSL´ :HVW  (VWHH¶V DFW LQYROYHV
GHFODULQJ WR KLV VHUYDQW ³µHere, you black rascal! A mint julep!¶´ ZKHQ LQ UHDOLW\ KLV
servant is Chinese and the drink is scotch and soda. Estee greets his visitors on the 
porch teetering back on forth on his heels, fooling REVHUYHUVLQWREHOLHYLQJWKDW³KHKDG
DODUJHEHOO\´ (West 188). The illusion is altering reality and one is fooled into believing 
Estee actually has a large belly due to the persuasiveness of his performance. Elsewhere 
in the novel, the possibly cataclysmic results of the confusion between reality and 
illusion are demonstrated when the film set collapses under the collective weight of the 
many cast members, during the filming of Waterloo, as if the cast and crew had 
forgotten that the battle and the hill were not real. Similarly, writing in relation to 
Hollywood, Joan Didion GHFODUHVGHFDGHVODWHUWKDW³the dream has taught the dreamers 
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how to live´ (Slouching 147).30 :HVW¶V QRYHO GHSLFWV D society where the dream is 
informing reality and dictating how people behave. 
                     :HVW¶VQRYHO illustrates the power of the film industry in forming not only 
SHRSOH¶VGUHDPVEXW their behaviour and identity, and the architecture of Los Angeles 
SOD\VDSULQFLSDOUROHLQWKLVIRUPDWLRQ7KHOLQNEHWZHHQ/RV$QJHOHV¶DUFKLWHFWXUHDQG
its inhabitants is demonstrated when protagonist Tod Hackett is described walking 
along Vine Street in downtown Los Angeles and surveys the crowd:  
A great many of the people wore sports clothes which were not really sports 
clothes. Their sweaters, knickers and slacks, blue flannel jackets with brass 
buttons were fancy dress. The fat lady in the yachting cap was going shopping 
not boating; the man in the Norfolk jacket and Tyrolean hat was returning not 
from a mountain but from an insurance office; and the girl in slacks and sneaks 
with a bandana around her head had just left a switchboard not a tennis court.  
                                                                                                               (West 180) 
 
7KH JODULQJ GLVFUHSDQF\ EHWZHHQ SHRSOH¶V GUHVV DQG WKHLU GDLO\ DFWLYLWLHV FDQ EH
associated with the trend toward façade in Los Angeles DUFKLWHFWXUH 7RG¶V ZDON
continues into Pinyon Canyon, where he makes an unsympathetic assessment of its 
housing:  
But not even the soft wash of dusk could help the houses. Only dynamite would 
be of any use against the Mexican ranch houses, Samoan huts, Mediterranean 
villas, Egyptian and Japanese temples, Swiss chalets, Tudor cottages, and very 
possible combination of these styles that lined the slopes of the canyon.  
                                                                                                               (West 181) 
                                                          
30
 Like the noir ZULWHUVRIWKHVDQGµV, Didion warns of the potential dangers in a society where 
movie-fantasies shape WKHSHRSOH,QKHUHVVD\³SoPH'UHDPHUVRIWKH*ROGHQ'UHDP´ Didion reflects on 
the media treatment of a court case involving the conviction of Lucille Miller, a wife who murdered her 
husband with the help of her lover, echoing the plot of both Double Indemnity and The Postman Always 
Rings Twice. 6KHZULWHVWKDW³[t]his is the country in which a belief in the literal interpretation of Genesis 
has slipped imperceptibly into a belief in the literal interpretation of Double Indemnity´ (Slouching 4). In 
California, religion had been repODFHG E\ D EHOLHI LQ WKH PRYLHV ZKLFK KDV DQ LPSDFW XSRQ SHRSOH¶V




The image created is surreal and abstract. The juxtaposition of different architectural 
VW\OHV FDXVHV D ³5KLQH FDVWOH´ to reside next to a ³coloured shack with domes and 
minDUHWV RXW RI WKH $UDELDQ 1LJKWV´ and the result is jarring. West describes the 
arFKLWHFWXUH¶V³GHVLUHto sWDUWOH´DV³HDJHUDQGJXLOHOHVV´ (West 181).  They are artificial 
and insubstantial, being made of ³SODVWHU ODWK DQG SDSHU´ (West 181). The outside 
aesthetic of the houses and the physical attire of the people are both façade.  
                        The masqueradeV¶ outfits bear no relation to their activities or 
occupations just as the houses are mere imitations of other architectural styles bearing 
no real relation to the tradition they mimic. The façade and eclecticism of Los Angeles 
architecture, as described in The Day of the Locust, had an influence upon postmodern 
theorists such as Frederic Jameson, particularly his definition of the postmodern 
practice of pastiche. Pastiche is like parody in its imitation of particular style but neutral 
and wiWKRXWSDURG\¶VVDWLULFDOLPSXOVHRUXOWHULRUPRWLYHSDVWLFKHUHSUHVHQWVDPLPLFU\
of other styles and the wearing of a stylistic mask (Jameson 16). Thus Los AngeOHV¶
architecture, as described by West, can similarly be defined in terms of pastiche, having 
no genuine relation to the original style which it parodies. Such postmodern architecture 
and its relation to its surroundings, is epitomized by the Westin Bonaventure Hotel in 
downtown Los Angeles, designed by John Portman and completed in 1976, which 
³does not wish to be a part of the city but rather its equivalent and replacement or 
VXEVWLWXWH´ (Jameson 40). The Bonaventure Hotel functions in terms of a precession of a 
simulacra, whereby as imitation or parody of a city, it aims to replace the city itself. 
Furthermore, the highly elaborate yet artificial architectural IDoDGHV VHHQ LQ :HVW¶V
fiction can be paralleled with the sheen of the commodity fetish and the femme fatale¶V
seductive surface. As explored, such conceptions of femininity point toward a notion of 
the self as performance. Femme fatale Faye Greener possesses such an elaborate façade, 
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ZLWKKHU ³SDOH JOLWWHULQJKDLU´ DQG ³meaningless gestures,´ which are a kind of blank 
parody or pastiche as they are detached from their original meaning (West 212). Los 
Angeles can be characterised in terms of its seductive surface and detachment from 
original meaning, an attribute shared with its people and architecture.  
                  The flimsy and façade-like nature of the houses in Pinyon Canyon suggest 
their likeness to studio sets and the eclectic nature of the architectural styles recall the 
mix of different sets found on the film studio. To writers like West, the architecture of 
the city seemed indistinguishable from the movie lots that it surrounded. The 
DUFKLWHFWXUH³became the raw materials for a fiction preoccupied with defining a place 
that conveyed a sense of LQVXEVWDQWLDOLW\ DQGXQUHDOLW\´ (Fine Imagining Los Angeles 
18). Protagonist Tod comes across the old sets and props used by the studio which he 
calls ³a dream dump,´ and continues:  
$6DUJDVVRRIWKHLPDJLQDWLRQ$QGWKHGXPSJUHZFRQWLQXDOO\IRUWKHUHZDVQ¶W
DGUHDPDIORDWVRPHZKHUHZKLFKZRXOGQ¶WVRRQHURUODWHUWXUQXSRQLWKDYLQJ
first been made photographic by plaster, canvas, lath and paint.          (West 248) 
 
The words chosen to describe what the houses are made from are almost identical to 
those used for the dumped studio sets. The description suggests that the houses, like the 
sets, represent the failed dreams of those inhabiting them. Furthermore, this assessment 
is LQGLFDWLYHRI:HVW¶VRZQFRQWHPSWIRUWKHDUFKLWHFWXUHRI/RV$QJHOHVDVZHOODVKLV
disappointment with regard to his screenwriting career. Alternatively, WKH ³GUHDP
GXPS´can be seen as emblematic of a complex process of collective dream recycling 
that was part of Hollywood culture.  
                      Los Angeles is the place where dreams are made real through the 
construction of a hyperreality via the precession of the simulacra. West recognised ³the 
importance of collecWLYHGUHDPVDQGGHVLUHV´ and portrayed WKHFLW\¶s architecture as a 
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³FDWDORJXH RI HVFDSLVW GD\GUHDPV´ (Barnard 167). In this way, dreams are not 
necessarily made real but they are made photographic in the form of movies which are 
then reflected in architecture (Barnard 173). Thus Hollywood is the place where all 
dreams are realised, albeit in films sets and architectural VW\OHVDVZHOODVSHRSOH¶VGUHVV
and corresponding behaviour. Because dreams are made real in some physical form, we 
can conceive of Los Angeles as a kind of hyperreality. This process can be seen as an 
H[DPSOHRI-HDQ%DXGULOODUG¶VSUHFHVVLRQRIVLPXOacra, whereby the copy replaces the 
original, WKXV³substituting the VLJQVRI WKH UHDO IRU WKH UHDO´ (2). Just as the image of 
woman comes to eclipse the woman herself, in the case of Los Angeles, the dream has 
replaced reality. BaudriOODUG GHVFULEHV /RV $QJHOHV DV ³a city whose mystery is 
precisely that of no longer being anything but a network of incessant, unreal circulation 
« no longer anything but an immense VFHQDULR DQG SHUSHWXDO SDQ VKRW´ (13). Los 
Angeles¶ connection with the film industry, and E\ H[WHQVLRQ ZLWK SHRSOH¶V GUHDPV
suggests that the city can only ever be conceived of as unreal and seen in terms of filmic 
devices such as scenario and pan shot.  
                      The effect of the movies upon architecture was not purely one directional. 
Starr describes how movie sets WKHPVHOYHV³reflected as well as influenced, architectural 
tastes in the building boom of the tZHQWLHVDQG WKLUWLHV´ (Fine Imagining Los Angeles 
19). This can be seen as further evidence of the breakdown between reality and illusion 
explored by writers like West, but it also suggests that the relationship between the two 
was a more complex dialectic. The reciprocity between film and architecture meant that 
³the more Hollywood created fantasy sets, the more expressively scenic became the 
VXUURXQGLQJDUFKLWHFWXUH´ (Starr Material Dreams 209). Principally, the Hollywood film 
industry helped facilitate the impulse toward storytelling in architecture and the greatest 
proponent of this was architect Wallace Neff. 7KH³narrDWLYHHFOHFWLFLVP´ seen in Los 
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Angeles architecture of this period could ³in the hands of a master like Neff create fine 
architecture´ (Starr Material Dreams 210). Neff was the architect of choice for the 
movie stars and was responsible for creating the Regency-inspired mansion Pickfair in 
Beverly Hills. Built in 1924, the home of Mary Pickford and Douglas Fairbanks set a 
new standard of aspiration. See figure 5 appendix. Another example of fantasy realised 
in architecture is the Greystone Mansion completed in 1928, designed by Gordon 
.DXIPDQQDQGGHVFULEHGDV³a dream materialized from 6LU:DOWHU6FRWW¶VLPDJLQLQJV´ 
which itself has been used regularly since as a movie set (Starr Material Dreams 206). 
See figure 6 appendix.  
                   The importance RI IDQWDV\ DQG IDoDGH LQ /RV $QJHOHV¶ DUFKLWHFWXUH PHDQW
that the city literally came to represent ³the apotheosis of American dream and desire ± 
an urban milieu in which fantasy is WKHUHDOLW\DQGZKHUHWKHFXOWXUH¶VGHVLUHVHUXSWLQ
their most extrePH DQG FRPSXOVLYH IRUP´ (Clarke 125). The British architect Reyner 
Banham highlights how the tendency toward fantastical façade within Los Angeles 
architecture was particularly apparent in commercial buildings. These commercial 
buildings were constructed simply, they were box-shaped with attention being paid to 
what is seen, hence their highly elaborate and merely decorative facades. The main 
purpose of such facades is to symbolise Hollywood fantasy. According to Banham this 
LVW\SLILHGLQ*UDXPDQ¶V&KLQHVH7KHDWUHRQ+ROO\ZRRG%RXOHYDUGZKLFKKDVEHHQWKH
historic and traditional home of movie premieres since the 1920s. See figure 7 
appendix. Banham describes GrDXPDQ¶V&KLQHVH7KHDWUHDV WKH³ultimate shrine of all 
IDQWDV\WKDWZDV+ROO\ZRRG´ (Banham 97)7KLVZDVDFKLHYHGE\NHHSLQJ³most of its 
fantasticatiRQ DV D JDUQLVK IRU WKH IDoDGH´ whilVW WKH DUFKLWHFWXUH EHQHDWK LV ³SODLQ
EUHDG´ (Banham 97). Similarly, the Aztec Hotel in Monrovia had its Mayan-style 
detailing stuck on a basic structure that iV³OLNHGSLSHGLFLQJRQDSDVWU\´ (Banham 97). 
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See figure 8 appendix. Frank LloyG:ULJKW¶V&KDUOHV(QQLV+RXVHEXLOWLQ also 
has a highly decorative façade that catches the eye as it adorns the Hollywood Hills. See 
figure 9 appendix. In :HVW¶V The Day of The Locust 7RG¶VDSDUWPHQWEXLOGLQJWKH6DQ
Bernadino Arms, LV GHVFULEHG DV D ³QRQGHVFULSW DIIDLU´ and ILWV %DQKDP¶s account of 
commercial buildings in Los Angeles. West continues: 
It was an oblong three storeys high, the back and sides of which were of plain, 
unpainted stucco, broken by even rows of unadorned windows. The façade was 
the colour of diluted mustard and its windows, all double, were framed by pink 
Moorish columns which supported turnip-shaped lintels.                     (West 181)             
                                                                                                                
The unseen sides and back RI7RG¶V DSDUWPHQWEXLOGLQJDUHXQDGRUQHGDQGXQSDLQWHG 
plain stucco, whereas the front façade has been overly decorated in Moorish style, 
JLYLQJDQLPSUHVVLRQWKDWLVDOPRVWVDFFKDULQH:HVW¶VGHVFULEHVWKHEXLOGLQJ¶VFRORXUDV
³GLOXWHG PXVWDUG´ DQG WKH OLQWHOV DV ³WXUQLS-VKDSHG´ and such a nauseous description 
IXUWKHUUHYHDOV:HVW¶VGLVOLNHRIWKHW\SLFDOO\/RV$QJHOHVVW\OH of architecture.  
                    :KLOVW DFNQRZOHGJLQJ WKH ³need for beauty and romance, no matter how 
WDVWHOHVV´ Tod Hackett comments in The Day of The Locust WKDW ³[f]ew things are 
VDGGHU WKDQ WKH WUXO\ PRQVWURXV´ (West 181). In the pursuit of their dreams, people 
VDFULILFHG WDVWH DQG DHVWKHWLFLVP DV HYLGHQFHG LQ ZKDW :HVW VDZ DV WKH FLW\¶V JDULVK
architectural styles. The Los Angeles RI:HVW¶VQRYHO iV³the nightmarish spectacle of 
WKH ERXUJHRLVLH¶V DUFKLWHFWXUDO IDQWDVLHV´ (Hegeman 154). The transplanted 
Midwesterners, uncomfortable in the culture of Los Angeles, were representative of a 
³vastly expanded middle class of 1930s consumer society,´ WR ZKRP ³these new 
middlebrow monstrosities offer the flLPV\ LOOXVLRQ RI FXOWXUDO URRWV´ (Hegeman 154). 
Lacking an authentic cultural identity of its own, Californian architecture imitated other 
FXOWXUDO VW\OHV)XUWKHUPRUH³>L@Q:HVW¶s Los Angeles, what Horkheimer and Adorno 
ZRXOGVRRQFDOO WKHµFXOWXUHLQGXVWU\¶ is thus rather obviously pitted against Culture ± 
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and, simultaneously, against all FXOWXUHV´ (Hegeman 155). Accordingly, West depicts a 
society whereby the architectural imitation of other cultures meant that the attainment of 
an original culture of its own was sacrificed.  
                  The tendency toward fantasy in the construction of houses as well as in 
SHRSOH¶V outfits and role playing, demonstrates the impact that the Hollywood film 
industry had upon all areas of life. :HVWLVLPSO\LQJWKDW³this celluloid-inspired culture 
is an aping of other times and places, a playing of roles by people who have neither 
indLYLGXDOQRUFROOHFWLYHLGHQWLW\´ (Locklin 69). Without having yet achieved an identity 
of its own, during its early period Los Angeles¶ architecture resorted to fantasy and an 
eclectic imitation of different styles from around the world. The most popular 
DUFKLWHFWXUHRIWKHVDQG¶V ³6SDQLVK´DQG³English,´ were not just imitating or 
parodying other styles but were ³a romantic grafting of a largely imaginary past onto the 
physiFDO IDEULFRI WKHSUHVHQW´ (Starr Material Dreams  202). Fine similarly describes 
how the architects of this period created a patchwork of conflicting styles in search of a 
usable past as well as constructing romantic evocations ()LQH³/DQGVFDSHRI)DQWDV\´
51). The architects took advantage of the complete freedom in the use of materials in a 
period of architectural experimentation (FiQH ³/DQGVFDSH RI )DQWDV\´ 54). Like the 
architecture, the clothing worn by the people is also a way of dealing not only with a 
lack of cultural identity but also the Hollywood myth of dream fulfilment. Their 
clothing, as depicted by West, is a sign of theiU³vulgar efforts to cope with newness and 
change,´ and their preoccupation with IDVKLRQDQGIDGVDV\PSWRPRI³the collapse of 
WLPH DQG WUDGLWLRQ´ (Peters 27). The breakdown in temporality caused by Hollywood 
FXOWXUHLVHYLGHQFHGLQ-DPHVRQ¶VGHVFULSWLRQof the schizophrenic experience, an effect 
of the postmodern age, whereby one is unable to unify the past, present or future, and 
instead forced to live in a kind of perpetual present (Jameson 27). One can interpret 
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-DPHVRQ¶VWKHRU\as a response to the cultural climate of Los Angeles as described by 
such writers as West and Chandler.  
                   In Los Angeles: The Architecture of Four Ecologies, Reyner Banham was 
writing in the 1970s when Los Angeles architecture was still popularly derided. He took 
a positive view of its fantasy and eclecticism ZKLFK KH FDOOV ³V\PEROLF DVVHPEODJH´ 
whereby the building and the symbol are one and the same (Banham 94). This 
symbolism is most literally illustrated in commercial buildings such as the Brown 
Derby Restaurant, built in 1926. See figure 11 appendix. SimiODUO\ WKH ³+ROO\ZRRG´ 
sign itself, situated in Mount Lee on top of the Hollywood hills, although not a building 
has become perhaps the most charged symbol of the region and film industry. See figure 
12 appendix. Like Los Angeles itself the sign was originally the result of land 
speculators who constructed the sign in 1923 as an aGYHUWLVHPHQWIRU³+ROO\ZRRGODQG´ 
real estate, but has taken on greater significance since. The sign is an advertisement for 
a place that does not exist and thus encapsulates the paradox of Los Angeles itself as a 
city without a centre. Constructions like the Hollywood sign and the Brown Derby 
restaurant can be seen as an extension of the neon-OLJKWHG EXLOGLQJV RI &KDQGOHU¶V
fiction, following a tradition in Los Angeles architecture whereby buildings are 
advertisements in themselves and ³thus designed to express not a structural form but a 
JUDSKLFRQH´ (Clarke 131). As seen with the use of façade, architecture in Los Angeles 
primary function is a visual one. It is easy to interpret such buildings as merely part of 
consumer culture. However, according to Banham such architecture is part of a wider 
tradition of taking a single idea and making it dominant over everything else and this is 
most triumphantly illustrated in the Wayfarers Chapel (Banham 94). The chapel was 
completed in 1951 by Lloyd Wright, son of Frank Lloyd Wright and its architecture 
consists of a geometric design of wooden beams and glass, incorporating the 
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surrounding landscape. See appendix 13 and 14. Perched on the edge of the Pacific, the 
chapel LVDSK\VLFDOUHSUHVHQWDWLRQRI&DOLIRUQLD¶VJHRJUDSKLFposition. It epitomises the 
essence of the Californian psyche that having reached the end of the continent, 
Californians have nothing left to lose.   
                      7KHUHJLRQ¶VDUFKLWHFWXUDOVW\OHFDQEHDWWULEXWHGWRLWVKDVW\JHRJUDSKLFDO
and demographic devHORSPHQW %DQKDP GHVFULEHV KRZ ³Los Angeles is instant 
architHFWXUHLQDQLQVWDQWWRZQVFDSH´(Banham 3). As explored, California grew quickly 
in a short time period and cRQVHTXHQWO\ WKH GHVFULSWLRQ RI ³LQVWDQW´ is appropriate. 
Carey McWilliams observes that the sudden population boom during the 1940s caused 
the creation of a new type of community, towns such as Westchester, near to Los 
Angeles municipal airport, which came into existence within the space of less than a 
GHFDGH 6XFK WRZQV ZHUH ³the modern dD\ HTXLYDOHQW RI WKH µJROG FDPS¶ RI ´ 
(McWilliams 14). Furthermore, Banham describes how in Los Angeles each plot of 
land was autonomous, whereby the owner could build whatever style of house he chose, 
thus accounting for the eclectic nature of housing seen in Pinyon Canyon:  
Most of its buildings are the first and only structures on their particular parcels 
of land; they are couched in a dozen different styles, most of them imported, 
exploited and ruined within living memory. Yet the city has a comprehensible, 
even consistent, quality to its built form.                                              (Banham 3)                            
                                                                                                               
Paradoxically, Banham argues there is a consistency to this disparity in architectural 
styles, because they all have in common the unifying theme of fantasy. The divergent 
architectural styles can also be seen, not a misuse of materials as writers such as West 
infer, but rather due to a sense of liberation that geography and historical period allowed 
for. Similarly, the AngHOHQRV¶UROH-playing displayed through their outfits is a response 
to the unmapped landscape of the city where no particular tradition or authority 
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governed. With no rules or dominant style to follow, the people of Los Angeles reverted 
to parodying other styles and living out their dreams.  
                 +RPHU¶V KRXVH in The Day of The Locust provides a detailed example of 
architecture imitating a particular style, as his home gives a very good impression of 
being a quaint country cottage:  
The house was queer. It had an enormous and very crooked stone chimney, little 
dormer windows with big hoods and a thatched roof that came down very low 
on both sides of the front door. This door was of gumwood painted like fumed 
oak and it hung on enormous hinges. Although made by machine, the hinges had 
been carefully stamped to appear hand-forged. The same kind of care and skill 
had been used to make the roof thatching, which was not really straw but heavy 
fireproof paper coloured and ribbed to look like straw.                        (West 199) 
                                                                                                             
The agent that sold Homer the house identifies the style as ³Irish´ but what is 
particularly notable about the cottage is the enormous attention to detail that was 
involved to achieve this imitation which even includes a chimney purposely made 
crooked. The time and skill that was required suggests that it would have been easier to 
have used the real thing - straw for the roof and oak instead of plastic for the door. The 
GHVFULSWLRQRI+RPHU¶V&RWWDJHDQGWKHHPSKDVLVSODFHGRQWKHHIIRUWLQYROYHGWRFUHDWH
such an elaborate façade, LV DFFRUGLQJ WR 'DYLG )LQH LQGLFDWLYH RI :HVW¶V XVH RI
architecturH WR ³symbolise deception, masqXHUDGH DQG PLVDSSURSULDWHG VNLOO´ (Fine 
³/DQGVFDSHRI)DQWDV\´5:HVW¶VDWWLWXGHWRWKHILOPindustry can be paralleled with 
his description of the architecture. According to West both were a gross misuse of 
skills. However, the care taken in making the artificial look real implies that it is 
imitation for its own sake, a kind of architectural WURPSH O¶RHLO. The attention paid to 
creating this effect points to a postmodern realisation that there is no real and only 
imitation, and which can thus be associated with BDXGULOODUG¶VFRQFHSWRIWKHSUHFHVVLRQ
of the simulacrum whereby the signs of the real have substituted the real (2). 
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Consequently, the architecture of Los Angeles and WKH$QJHOHQRV¶RXWILWV are more than 
just imitation, for if there is no longer any real to copy then there can only be imitation.  
 
The Hollywood Novel: F. Scott )LW]JHUDOG¶VThe Last Tycoon & Budd 6FKXOEHUJ¶V
What Makes Sammy Run? 
                  By examining the novels of Fitzgerald and Schulberg in terms of their 
respective protagonists, I illustrate a progression toward a new concept of the subject 
that resulted from the development of the Hollywood film industry. Monroe Stahr, 
)LW]JHUDOG¶VSURWDJRQLVW LV DQH[DPSOHRIDQROGHUPRGHORI VXEMHFWLYLW\ZKHUHDV WKH
protagRQLVW IURP 6FKXOEHUJ¶V QRYHO, Sammy Glick, is an example of a newer 
performative PRGHORIVHOI6DPP\LV WKXVDOLJQHGZLWKWKHPDVTXHUDGHVIURP:HVW¶V
novel, who actively construct their identity through performance. This performative 
subject is a product of the image culture of Hollywood, thus defined in terms of their 
surface nature, and can be compared with the architecture of Los Angeles in terms of 
their highly elaborate, pastiche-like facades.  
                  The narrative structures of The Last Tycoon and What Makes Sammy Run? 
PLUURU RQH DQRWKHU DQG DUH LQGLFDWLYH RI WKH ZULWHUV¶ UHVSHFWLYH UHOationship to the 
Hollywood film industry, which impacted upon their fiction and consequently the 
character of their protagonists. Fitzgerald was an outsider writing his novel from the 
perspective of an insider, whereas Schulberg was an insider using a narrator who is an 
outsider.31 Like many other writers at the time, Fitzgerald came to Hollywood to write 
screenplays but his narrator Cecelia Brady, who he casts as the daughter of a successful 
                                                          
31
 The two authors knew each other and worked together on a screenplay for the film Winter Carnival, 
furthermore, 6FKXOEHUJ¶V novel The Disenchanted LVEDVHGRQ)LW]JHUDOG¶VWLPHLQ+ROO\ZRRGDVGHWDLOHG
LQ+HQU\'DQ3LSHU¶VF.Scott Fitzgerald: A Criticial Portrait (250). Likewise, Schulberg was a source of 
material for Fitzgerald and according to Schulberg, Fitzgerald modelled his narrator Cecelia in part on 
Schulberg, as described in his essay ³5HPHPEHULQJ )LW]JHUDOG´ as cited in F.Scott Fitzgerald: New 
Perspectives Bryer et al. ed.s 
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film producer, is an insider to the industry. At the beginning of the novel, Cecelia 
describes how Rudolph Valentino attended her fifth birthday, which she mentions to 
LOOXVWUDWHWKDW³even before the age of reason I was in a position to watch the wheels go 
URXQG´ )LW]JHUDOG$XWKRU%XGG6FKXOEHUJ¶VUHODWLRQWR+ROO\ZRRGZDVDVLPLODU
one to that of Fitzgerald¶VILFWLRQDOQDUUDWRU&HFHOLD$s the son of the production-head 
at Paramount studio, Schulberg was very much an insider growing up within the 
industry. However, Schulberg makes his narrator Manheim take a more conventional 
vLHZSRLQWRI WKH+ROO\ZRRGQRYHO¶VQDUUDWRU Manheim shares with F.Scott Fitzgerald 
his status as an outsider, originally from the East Coast and a screenwriter in the film 
industry.  
                   7KH SURWDJRQLVW RI )LW]JHUDOG¶V The Last Tycoon, Monroe Stahr was 
modelled on the legendary film producer Irving Thalberg, who Fitzgerald had met 
socially in 1927. Fitzgerald had initially disliked the studio head, possibly because 
Thalberg had originated the process of assigning more than one writer to work on a 
script, which was a process that Fitzgerald resented (Piper 262). +RZHYHU)LW]JHUDOG¶V 
admiration soon grew when, DIWHU7KDOEHUJ¶V death in 1936, Fitzgerald went to work for 
MGM and he EHJDQWRDSSUHFLDWH7KDOEHUJ¶VJUHDWQHVVZLWKLQWKHILOPLQGXVWU\ (Piper 
262).32 .QRZQDVWKH³ER\ZRQGHU´ of Hollywood, Thalberg was one of the founding-
fathers of the industry and the inspiration for FitzgeUDOG¶VQRYHO 
Where a lesser novelist, down on his luck in Hollywood, might easily have made 
his own plight the subject of his novel, Fitzgerald turned to the more heroic 
legend of Thalberg, the great organizing genius who, more than anyone else, 
was responsible for the transformation of a cheap form of entertainment into a 
billion-dollar, mass-production industry that for a time shaped the tastes and 
values of movie-goers throughout the world.                                        (Piper 261)                    
                                                          
32
 7KDOEHUJ¶V LQIOXHQFH RQ )LW]JHUDOG LV HYLGHQW LQ D OHWWHU WR his editor Kenneth Littauer in which he 
outlines his novel and writes that ³Thalberg has always fascinated me. His peculiar charm, his 
extraordinary good looks, his bountiful success, the tragic HQGRIKLV JUHDW DGYHQWXUH´ (as cited in The 
Correspondence of F. Scott Fitzgerald Bruccoli and Duggan ed.s)XUWKHUPRUH)LW]JHUDOG¶VSUHSDUDWLRQ
for the novel includes extensive notes on Thalberg as documented in The Love of The Last Tycoon: A 
Western (Matthew J. Bruccoli ed.).     
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With the MGM studio, Thalberg pioneered the process of manufacturing films on a 
production-line basis. Whilst being successful in turning movies into a lucrative 
business, ThDOEHUJ DOVR ³insisted on the same independence for his artists that he 
KLPVHOIDVVHUWHG´ 3LSHU/LNH7KDOEHUJ)LW]JHUDOG¶VSURWDJRnist Monroe Stahr is a 
³ERRVWHU´ and his pioneering influence in developing pictures is often mentioned in the 
QRYHO $ERDUG D IOLJKW KRPH &HFHOLD¶V WKRXJKWV DUH VSDUNHG E\ WKH VLJKWLQJ RI /RV
Angeles and by the pilot wondering ³KRZKHHYHUJRWWREH0U6WDKU´)LW]JHUDOG 
She reflects:  
<RXFRXOGVD\WKLVLVZKHUHDQDFFLGHQWDOZLQGEOHZKLPEXW,GRQ¶WWKLQNVR,
ZRXOG UDWKHU WKLQN WKDW LQ D ³ORQJ VKRW´ KH VDZ D QHZ ZD\ RI PHDVXULQJ RXU
jerky hopes and graceful rogueries and awkward sorrows, and that he came here 
from choice to be with us to the end.                                             (Fitzgerald 284)                            
                                                                                                                                                                                                             
6WDKU¶VOLIHPLVVLRQLVWRIXUWKHUWKH$PHULFDQSLFWXUe industry and to put into film form 
WKHFROOHFWLYHKRSHVDQGVRUURZVRIWKHQDWLRQ¶VSHRSOH7KLVSDVVDJHLVDOVRLOOXVWUDWLYH
of )LW]JHUDOG¶V VHQVH RI KLVWRU\. In California during the first half of the twentieth 
century, Fitzgerald sensed he was bearing witness to the end of the pioneer line and 
recognised that the film industry was the inheritor of the myths and dreams of a nation. 
Consequently, Fitzgerald charted the transformation of the American Dream into the 
dream factory in his novel.33 Schulberg similarly describes how the power of 
)LW]JHUDOG¶V writing lies in his ability to show what happens when once accomplished, 
the dream turns to nightmare. In Hollywood and in the heroic figure of Thalberg, 
Fitzgerald had found material for what was arguably the greatest theme of his fiction ± 
the pursuit and realisation of a dream.34   
                                                          
33
 %UXFFROLFRPPHQWV WKDW³Fitzgerald was in fact writing a Western ± a novel about the last American 
Frontier, where immigrants and sons of immigrants pursued the APHULFDQ'UHDP´intro xvii). 
34
 7KLVWKHPHLVVKDUHGZLWK)LW]JHUDOG¶VRWKHUQRYHOThe Great Gatsby as both novels feature protagonists 
are self-made men, actively trying to fulfil a dream of recapturing the past.  
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                    6WDKU¶VUHSXWDWLRQDVDJUHDW OHDder and )LW]JHUDOG¶VKLVWRULFDOSHUVSHFWLYH, 
is further illustrated in the novel by tKH DVVRFLDWLRQ EHWZHHQ 6WDKU¶V ILUVW QDPH DQG 
President James Monroe, as well as references throughout the novel to Presidents 
Andrew Jackson and Abraham Lincoln.35 Fitzgerald alluded to these great American 
OHDGHUV WR LQGLFDWH 6WDKU¶V HPERGLPHQW RI ERWK WKH UXWKOHVVQHVV RI -DFNVRQ DQG WKH
compassion of Lincoln (Fitzgerald 268-9). In the novel, a direct parallel is made 
EHWZHHQ6WDKU¶VUXQQLQJRIKLVVWXGLRDQG3UHVLGHQW Lincoln fighting on the battlefield: 
Stahr like Lincoln was a leader carrying on a long war on many fronts; almost 
single-handed he had moved pictures sharply forward through a decade, to a 
SRLQWZKHUHWKHFRQWHQWRIWKH³$SURGXFWLRQV´ZDVZLGHUDQGULFKHUWhan that of 
the stage. Stahr was an artist only, as Mr Lincoln was a general, perforce and as 
a layman.                                                                                        (Fitzgerald 357) 
                                                                                                        
Both Lincoln and Stahr were self-educated men and became accomplished leaders and 
pioneers in their respective ILHOGV 6WDKU LV GHVFULEHG DV ³D PDUNHU LQ WKH LQGXVWU\´ 
(Fitzgerald 291). Like Lincoln was, Stahr is described as an admired and popular figure, 
able to hold things together through the sheer force of his personality. After Stahr makes 
a judgement on a film, his word is not disputed: ³[t]he oracle has spoken. There was 
nothing to question or argue. Stahr must be right always, not most of the time, but 
always ± or the structure woulG PHOW GRZQ OLNH JUDGXDO EXWWHU´ (Fitzgerald 315). 
)XUWKHUPRUH 6WDKU¶V Oeadership is benevolent; he is thus ³representative of the old-
fashioned paternalistic emplo\HU´ )LW]JHUDOG  6WDKU¶V DUWLVWLF JHQLXV LV RIWHQ
commented upon and he feels he has a duty to the public shown in his commitment to 
making a quality picture (Fitzgerald 307). Witnessing Stahr walk about the studio lot 
Cecelia describes him interacting with admiring people, greeting the cheering crowds, 
                                                          
35
 Cecelia makes visit to Hermitage, historic home of President Jackson, with Wyllie when their flight has 
to make an unscheduled stop and elsewhere in the novel, Lincoln comes to life when an actor playing the 
part for a film and is seen somewhat incongruously eating a sandwich on the back lot. These historical 
references are partly used to illustrate Hollywood¶V treatment of history as fragmentary and superficial; 
history like everything else has merely become material for films. 
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6WDKUVSHDNVDQGZDYHVEDFN³looking, I suppose, a little like the Emperor and the Old 
*XDUG´ (Fitzgerald 288). Stahr is also likened to royalty by his love interest Kathleen, 
who observes that he is more like a king than the royalty she had met in Europe 
(Fitzgerald 363). At the time of writing Fitzgerald was observing a shift in power from 
traditional old world monarch to a new aristocracy of Hollywood studio bosses like 
Stahr, who controlled mass entertainment.  
                 The benevolent and artistic intentions that shape Stahr are not the same 
motivating forces that are described as driving Sammy Glick. Whereas Stahr strives for 
creative originality through films and his name does not appear on film credits, 
6DPP\¶V +ROO\ZRRG FDUHHU LV GULYHQ VROHO\ E\ DPELWLRQ DQG PRQH\ SXWWLQJ KLV RZQ
QDPHRQRWKHU VFULSWZULWHUV¶ZRUN WRJHWDKHDG Sammy and Stahr are both self-made 
men and from similar New York Jewish backgrounds. Fitzgerald gives the sense in his 
novel that Stahr is aware of where he comes from and what he has achieved:  
He was a rationalist who did his own reasoning without benefit of books - and 
he had just managed to climb his way out of two thousand years of Jewry into 
the eighteenth century. He could not see it melt away ± he cherished the 
SDUYHQX¶VOR\DOW\WRDQLPDJLQDU\SDVW                                        (Fitzgerald 368)                          
                                                                                                                                                            
Stahr is largely self-taught and considers himself to be a rational man of the 
Enlightenment as well as being a romantic. This is in contrast to Sammy, who, driven 
by self-interest, has no evident nostalgia for the past. Sammy instead rushes ever 
forward to forget where he came from: 
There seem to be two-kinds of self-conscious self-made men, those who like to 
dwell on the patriotic details of their ascent from newsboy or shoe-shiner at two 
bucks and peanuts a week and those who take every level as if it were the only 
one they ever knew, rushing ahead so fast they were ashamed, afraid to look 
EDFNDQGVHHZKHUH WKH\¶YHFRPHIURm. One is a bore and the other is a heel. 
Sammy may have had other faults, but he had never been a bore.              
(Schulberg 35)     
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Both Sammy and Stahr are similarly running ahead of all others but on quite different 
paths. Fitzgerald writes that despiWH6WDKU¶V VSDUVH HGXFDWLRQKH ³had a long time ago 
run ahead through trackless wastes of perception into fields where very few men were 
DEOHWRIROORZKLP´ (Fitzgerald 281-2).36 Stahr is described as surpassing all other men 
as a visionary pioneer in the film-industry. Great care is taken by Fitzgerald in 
GHVFULELQJ6WDKU¶VDUWLVWLFSURFHVVHVDWZRUNZKHQKHLVLQKLVSHUVRQDOSURMHFWLRQURRP
(Fitzgerald 311). Stahr is willing to risk a film losing money at the box office in order to 
make an original and quality artistic product (Fitzgerald 307). Unlike Stahr, Sammy is 
lacking in creative ability and his ascendancy from office boy to studio producer is done 
through bluffing and plagiarism. Where Stahr has artistic genius Sammy instead has a 
³JHQLXV IRU VHOI-SURSXOVLRQ´ (Schulberg 66). Both Stahr and Sammy are skilled 
Hollywood players but Sammy represents a transition to a new model or person who is 
concerned solely with making money and furthering his own career as opposed to 
testing the artistic capabilities of film-making.  
                    )LW]JHUDOG¶VQRYHOFKDUWVDVKLIW LQ WKH$PHULFDQIURQWLHU IURPJHRJUDSKLF
westward expansion to Hollywood and the film LQGXVWU\ 6FKXOEHUJ¶V QRYHO VHHV WKDW
frontier shift still further, becoming one of mere capital where film-making has become 
VROHO\DPHDQVWRIXOILORQH¶VRZQDPELWLRQ:KLOVWWU\LQJWRUHWDLQKLVVWXGLR¶VDUWLVWLF
merits, Stahr is aware RI WKH PRQVWHU KH KDV FUHDWHG ³[t]he system was a shame, he 
admitted ± gross, commercial, to be GHSORUHG+HKDGRULJLQDWHG LW´ (Fitzgerald 316). 
Stahr is destroyed by the very same Hollywood film industry that he played such a 
crucial role in founding, DQG OLNH DOO WUDJLF KHURHV 6WDKU¶V GRZQIDOO LV FDXVHG E\ WKH
very strengths that made him great:  
                                                          
36
 A parallel can be made between this passage where Stahr LVGHVFULEHGDV³UXQQLQJ´ ahead of all other 
men and tKHWLWOHRI6FKXOEHUJ¶VQRYHO³What Makes Sammy Run?´ 
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Fitzgerald conceived of Monroe Stahr as a doomed and heroic figure whose 
heroism and doom were both the consequences of his success as a man of 
business. Stahr, is in short, the self-made man whose destruction is brought 
about by the business organization that his talents and imagination have created.  
                                                                                                               (Piper 271)  
6WDKU¶V VWRU\HFKRHV WKDWRI7KDOEHUJ¶V, ZKRVH³death marked the ultimate triumph of 
the commercialism that for sR PDQ\ \HDUV KH KDG NHSW DW ED\´ 3LSHU  6WDKU¶V
demise can be seen as evidence that a creative, benevolent force cannot survive in the 
emerging Hollywood environment of ruthless capitalism which sacrifices art in pursuit 
of profit. This capitalist world where everyone and everything are objects becomes fully 
UHDOLVHGLQ6FKXOEHUJ¶VQRYHODQGHPERGLHGLQKLVSURWDJRQLVW6DPP\*OLFN$VLQThe 
Last Tycoon when the pilot asks how someone like Stahr comes into being, the question 
RI³ZKDWPDNHV6DPP\ UXQ"´ LV D UHFXUULQJPRWLI LQ6FKXOEHUJ¶VQRYHO DQGPXFKRI
0DQKHLP¶V QDUUDWLYH LV VSHQW SRQGHULQJ WKH TXHVWLRQ Sammy constitutes a puzzle 
because it is almost incomprehensible how purely selfish his motives are. Fellow 
screenwULWHU .LW UHPDUNV WR 0DQKHLP ³µI wonder if the thing that makes Sammy so 
fascinating for us is that he is the id of our society¶´ (Schulberg 195). Sammy is 
uninhibited and his personality consists of his basic libidinal instinct to succeed at the 
expense of others. These characteristics, DVZHOODV6DPP\¶VFHDVHOHVVSHUIRUPLQJDUH
in direct contrast with Stahr.  
                  Manheim GHVFULEHV6DPP\DV³the smartest and stupidest human being I had 
HYHUPHW´ (Schulberg 7). Sammy is an enigma, a puzzle to those around him and just 
like the femme fatale, his survival is predicated on this indecipherability. Sammy looks 
out for himself: ³[h]e had quick intelligence, which he was able to use exclusively for 
the good-ZHOIDUH RI 6DPP\ *OLFN´ (Schulberg 7). Sammy has a particular kind of 




With Sammy there was ³[n]o mellowing, no deepening of understanding. Maturity to 
Sammy meant a quickening and a strengthening of the rhythm of behaviour that was 
beginning to disconcert everybody ZKR FDPH LQWR FRQWDFW ZLWK KLP´ (Schulberg 13). 
6DPP\¶V SHUVRQDOLW\ LV LQWHQVLILHG DV KH PDWXUHV DQG KH EHFRPHV PRUe adept at 
UXQQLQJ 6DPP\¶V IUHQHWLF HQHUJ\ FDQ EH SDUDOOHOHG ZLWK -DPHVRQ¶V DFFRXQW RI WKe 
schizophrenic experience that consists of a ³KHLJKWHQHG LQWHQVLW\´ of the present 
(Jameson 27). Success for Sammy comes about due to his supreme self-confidence or 
sheer chutzpah. Intelligence and talent for Sammy lie in his ability to perform and 
entertaLQ0DQKHLPGHVFULEHVKRZ6DPP\³was as uninhibited as a pHUIRUPLQJVHDO´
DQGKRZKH³never questioned his right to monopolize the conversation or his ability to 
do LW HQWHUWDLQLQJO\´ (Schulberg 79). Sammy is an example of a postmodern, 
performative identity. As illustrated in the masquerades RI :HVW¶V The Day of the 
Locust, and explored with relation to the femme fatale, the new subject is at home in the 
consumer culture of Hollywood and able to actively construct his or her identity through 
constant performance. Sammy is similarly self-invented. Just as Los Angeles has been 
constructed, Sammy has constructed his career and personality. Not long after Manheim 
and SamP\V¶DUULYDOLQ/RV$QJHOHV0DQKHLPQRWHVKRZ ³+ROO\ZRRGZDVWKHSHUIHFW
WUDFN´ for Sammy (Schulberg 47). The pace at which Sammy achieves success causes 
Manheim to conclude WKDW³the history of Hollywood was nothing but twenty years of 
feverish preparation for the arrival RI 6DPP\ *OLFN´ (Schulberg 165). 6DPP\¶V 
performative and self-invented personality is synonymous with Los Angeles. He is at 
home in Hollywood because he is able to survive in the environment of the image-




                   Sammy and Stahr can be further compared in terms of their romantic 
entanglements, which illustrate their respective personalities and motivations. Sammy 
declares he is incapable of love yet convinces himself he is in love with Laurette 
+DULQJWRQ ZKR E\ YLUWXH RI KHU IDWKHU¶V SRVLWLRQ within the film industry, is able to 
further his career. $V 0DQKHLP GHVFULEHV 6DPP\ ³had fallen in love with position, 
with the name and the power of Harrington, and it came to him not as something sordid 
DQG FROG EXW DV ORYH DV GHHS UHVSHFW IRU /DXUHWWH¶V XSEULQJLQJ DQG DWWUDFWLRQ WR KHU
persRQDOLW\DQGGHVLUHIRUKHUERG\´ (Schulberg 275). Sammy is unable to disassociate 
his ambition from genuine romantic love because his personality consists solely of his 
own career and self-ambition. Furthermore, 6DPP\¶V DEDQGRQPHQW RI KLV VZHHWKHDUW
back home in New York is further illustration of his callousness. In contrast, 
)LW]JHUDOG¶VSURWDJRQLVW is largely defined by the death of his wife and the enduring love 
and grief he feels for her. Parallels can be made between Stahr and )LW]JHUDOG¶VRWKHU
great protagonist Jay Gatsby, as they both dream of recapturing a lost love. Like Gatsby, 
6WDKU ³cherished thH SDUYHQX¶V SDVVLRQDWH OR\DOW\ WR DQ LPDJLQDU\ SDVW´ (Fitzgerald 
368). Stahr falls in love with Kathleen because of her likeness to his deceased wife, but 
WKHUHLVDOVRHYLGHQFHLQWKHQRYHOWKDW6WDKU¶VORYHIRU.DWKOHHQJURZVLQWRVRPHWKLQJ
more than jusWWKLVUHVHPEODQFH6WDKU¶V affair with Kathleen and his knowledge that he 
may be dying, causes him to be willing to neglect his studio obligations: ³he wanted to 
stop being Stahr for a while and hunt for love liNH PHQ ZKR KDG QR JLIWV WR JLYH´ 
(Fitzgerald 344). +RZHYHU 6WDKU¶V DIIDLU ZLWK .DWKOHHQ HQGV LQ KHDUWEUHDN ZKHQ VKH
PDUULHVDQRWKHUPDQ6WDKUUHFHLYHVQHZVRI.DWKOHHQ¶VPDUULDJHYLDWHOHJUDPDWDWLPH
when he is struggling to hold on to power at the studio. Like a great dramatic hero, 
³6WDKU¶VVtrength and his weakness LVWKDWKHFDUHVWRRPXFK«[h]erein lies his nobility 
and his pathos, hLV WULXPSK DQG KLV GRRP´ (Piper 273). It is his propensity for love 
ZKLFKZHDNHQV6WDKU¶VSRZHU6WDKU¶V failed liaison with Kathleen distracts him from 
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his buVLQHVV DQGFORXGVKLV MXGJHPHQW)XUWKHUPRUH LW LV6WDKU¶VGHVLUH WRSURWHFW KLV
employees DQG PDLQWDLQ KLV FUHDWLYH YLVLRQ IRU WKH VWXGLR ZKLFK SUHFLSLWDWHV 6WDKU¶V 
downfall.37 
                    2I SDUWLFXODU LPSRUWDQFH LQ )LW]JHUDOG¶V QRYHO LV &HFHOLD¶s narrative 
perspective with regard to the Hollywood film industry &HFHOLD LV ³as much a 
production oI+ROO\ZRRGDVRQHRILWVILOPV´ (Piper 273). At the beginning of the novel, 
&HFHOLDGHVFULEHVKRZ³[m]y father was in the picture business as another man night be 
in cotton or VWHHODQG,WRRNLWWUDQTXLOO\´ (Fitzgerald 269). However, Cecelia is aware 
that in order to understand herself she must understand the culture that produced her 
(Piper 274). &HFHOLD¶Vself-knowledge is illustrated when she describes how ³>L@W¶VPRUH
than possible that some of the pictures which Stahr himself conceived had shaped me 
LQWRZKDW,ZDV´)LW]JHUDOG&HFHOLD¶VDZDUHQHVVGHPRQVWUDWHVKRZFORVHVKHLVWR
the film industry, so much so that even her conception of love and her infatuation with 
Stahr is most likely influenced by the films he himself made.38 Although she admits she 
has taken Hollywood for granted, it is &HFHOLD¶VZLOOLQJQHVV WRXQGHUVWDQG+ROO\ZRRG 
by examining Stahr which provides the UDLVRQG¶HWUHfor her narrative:  
                                                          
37
 In his attempt to hold onto power over the studio, Stahr increasingly battles divisive forces such as rival 
Pat Brady, the studio financiers in New York and the growing influence of the unions. For example, the 
ODVW FRPSOHWHG HSLVRGH RI )LW]JHUDOG¶V QRYHO VHHV 6WDKU¶V unsuccessful negotiations with the 
representative of the Writers Guild, Brimmer, despite assurances that Stahr wants to do right by the 
writers and not treat them as commodities (Fitzgerald 370). 
    $OWKRXJK XQILQLVKHG DW WKH WLPH RI )LW]JHUDOG¶V GHDWK VFKRODUV KDYH EHHQ DEOH WR SLHFH WRJHWKHU WKH
ending RIWKHQRYHOXVLQJ)LW]JHUDOG¶VQRWHVDQGFRUUHVSRQGHQFH&UXFLDOWRWKLVIRUHFDVWLVDOHWWHUGDWHG
29th September 1939 that Fitzgerald sent to Kenneth Littauer, the fiction editor at Colliers and Max 
3HUNLQV)LW]JHUDOG¶V editor.  In this letter, Fitzgerald sets forward a plan for his novel and describes how 
Stahr fights for control over his company with Brady, who is interested only in  profit; Fitzgerald 
describes StDKUDVEHLQJD³paternalistic employer´DQGKDYLQJ³FHUWDLQLGHDOLVPV´ (Bruccoli and Duggan 
ed.s )LW]JHUDOGRXWOLQHV6WDKU¶VGHDWKLQDSODQHFUDVKRQKLVZD\EDFNIURPDWULS1HZ<RUNZKHUH
he has been dealing with studio financiers in order to regain control of the studio from his rival Brady 
(Bruccoli and Duggan ed.s 548).   
38
 Similarly, Cecelia love for StaKUWDNHVWKHIRUPRIDQLPDJHVKHVD\V³>Z@KDW,ZDVORRNLQJDWZDVQ¶W
Stahr but a picture of KLP,KDGFXWRXWRYHUDQGRYHU´ (Fitzgerald 327). Furthermore, Cecelia is aware 
that she is not in love with the real Stahr but her picWRULDOUHSUHVHQWDWLRQRIKLP³[h]e was my picture, as 
sure as if he had been pasted on the inside oIP\ROGORFNHULQVFKRRO´)LW]JHUDOG). This illustrates an 
inversion of the usual subject-objects relations whereby Cecelia is the subject and Stahr the object. 
Cecelia turns Stahr into an image and thus into an object of fetish.  
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You can take Hollywood for granted like I did, or you can dismiss it with the 
FRQWHPSWZHUHVHUYHIRUZKDWZHGRQ¶WXQGHUVWDQG,WFDQEHXQGHUVWRRGWRREXW
dimly and in flashes. Not half a dozen men have ever been able to keep the 
whole equation of pictures in their heads. And perhaps the closest a woman can 
come to the set-up is to try and understand one of those men.      (Fitzgerald 269) 
                                                                                                        
CHFHOLD¶V DVVHVVPHQW RI +ROO\ZRRG LV WKDW LW LV HQLJPDWLF DQG HOXGHV FRPSUHKHQVLRQ
especially when taken to be a whole coherent entity, and instead it is best understood in 
IUDJPHQWV³GLPO\DQGLQIODVKHV´ Cecelia evokes the medium of film itself in its basic 
form, which consists of flashing images projected onto a screen in a dimly-lit room. 
Consequently, the description suggests that the physical nature of celluloid film had an 
effect upon Hollywood culture as well as how it can be best understood. Furthermore, 
WKH GHVFULSWLRQ RI ³GLPO\ DQG LQ IODVKHV´ suggests fragmentation and the dispersed 
JHRJUDSKLFPDNHXSRI/RV$QJHOHV7KHFLW\¶VIUDJPHQWDU\QDWXUHLVDOVRLQIHUUHGIURP
&HFHOLD¶V description of the studio backORWDVOLNHIUDJPHQWVRIDFKLOGUHQ¶s story book:  
Under the moon the back-lot was thirty acres of fairyland ± not because the 
locations really looked like African jungles and French chateaux and schooners 
at anchor and Broadway at night, but because they looked like the torn picture 
books of childhood, like fragments of stories dancing on an open fire. I never 
lived in a house with an attic, but a back lot must be something like that, and at 
night of course in an enchanted distorted sort of way, it all comes true.  
                                                                                                       (Fitzgerald 288) 
 
The backlot¶VPDJLFDO QDWXUH LV QRWGXH WR WKH UHSUHVHQWDWLYH DFFXUDF\RI WKH VHWV but 
rather because they are reminiscent of childhood stories and are a sort of enchanted 
simulacrum. Like the varying architectural styles described by West in The Day of the 
Locust, the backlot is a fragmentary pastiche of dreams which together create a kind of 
illusory fairy-tale land. Thus ³)LW]JHUDOG¶V PRYLH VWXGLR ZLWK LWV VKLIting and illusory 
props suggests a dream-lLNH VSDFH WKDW KDV QR VWDELOLW\´ (Peters 23). In this way, the 
backlot is a symbol of the spatial paradox that is Los Angeles; a fragmentary city with 
no centre that can only provide the illusion of coherence through such means as its 
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freeways and film industry. Furthermore, Cecelia is not only able to perceive the 
fragmented and illusory nature of Los Angeles but is also aware that she is a part of it. 
                   Despite the self-deprecation implied when Cecelia says that the closest a 
woman can come to understanding the industry is to understand one of the men of the 
industry, being a woman allows Cecelia a unique perspective on Hollywood. As the 
daughter of a studio head, &HFHOLD¶V proximity to the industry means she is able to 
observe and access the men of power without herself being observed. In contrast to the 
femme fatale, Cecelia is positioned in a more active visual role, as she is in a position of 
looking opposed to being looked at. Joan Didion recogQLVHV&HFHOLD¶VSRWHQWLDO and goes 
so far as to say that she is the real subject of the novel: 
To the extent that The Last Tycoon LVDERXW³+ROO\ZRRG´LWLVDERXWQRW0RQURH
Stahr but Cecelia Brady, as anyone who understand the equation of pictures 
even dimly or in flashes would apprehend immediately: the Monroe Stahrs come 
and go, but the Cecelia Bradys are the second generation, the survivors, the 
inheritors of a community as intricate, rigid, and deceptive in its mores as any 
devised on this continent.                                                         (White Album 153) 
                                                                                       
Like Cecelia, WKH SURWDJRQLVW RI 'LGLRQ¶V QRYHO Play It As It Lays Maria Wyeth is 
representative of the next generation of Angelenos attune to the true nature of 
Hollywood and Los Angeles. Both Cecelia and Mariah are survivorV'LGLRQ¶Vnovel is 
RQHRIDQHZJHQUHRI³VXUYLYRUWDOHV´ZKLFKSURYLGHD³reaffirmation of self and the 
FDSDFLW\ WR HQGXUH´ (Fine Imagining Los Angeles 237). Similarly, Faye Greener in 
Nathanael :HVW¶V The Day of The Locust is an earlier example of a survivor. The 
³resourceful and apparently indestructible´ Faye, constitutes the ³lone success story of 
the novel´(Jacobs 245). Furthermore, )D\H¶Vsurvival is predicated on her association 
with the strategic allures of Hollywood culture. Faye displays a performative identity 
that is able to cope in the image-centred environment of Hollywood and attune to the 
transitory fulfilments of the consumer culture. Like Faye, the new generation 
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epitomised by Cecelia and Mariah, are able to manipulate their appearance and identity, 
thus able to survive in the consumerist image-industry of Hollywood. However, in 
contrast to the femme fatale figure, survivors like Cecelia take a more active visual 
stance, representing a shift in visual relations that represents their ability to better cope 
with their image-centred environment.  
 
7DOHV RI 6XUYLYDO -RDQ 'LGLRQ¶V Play It As It Lays and Thomas PyncKRQ¶V The 
Crying of Lot 49 ±  
                       3\QFKRQ¶V The Crying of Lot 49 ZDV SXEOLVKHG LQ  DQG 'LGLRQ¶V
Play It As It Lays in 1970. Consequently at the time of writing, the novels are 
contemporaneous with a time of social unrest and political protest. Pynchon and 
'LGLRQ¶V QRYHOV UHIOHFW both the hope and disillusionment of that era. The immediate 
post-war period saw a continuation of the population and economic growth that 
California had already witnessed during the war years, with many veterans deciding to 
settle in the area with their families during the 1940s and 50s (McWilliams 15). 
However, as Starr notes, these seemingly idyOOLF \HDUV LQ IDFW UHSUHVHQWHG ³a stable 
landscape resting atop tectonic plates that would soon result in the earthquakes and 
fisVXUHVRIWKHPLGDQGODWHV´ (Starr Golden Dreams ix). However, the cracks were 
DSSDUHQWORQJEHIRUH&DOLIRUQLD¶VDEXQGDQFHKDGFUHDWHGDFXOWXUHRIFRQVXPHULVPDQG
conformity that had many notable critics. Among which were the noir writers, as well 
as the authors of The Dialectic of the Enlightenment: Theodor Adorno and Max 
Horkheimer. The phenomena associated with the development of Los Angeles, such as 
a growing dominance of mass culture as well as social and geographical fragmentation, 
only amplified post war. There was a growing sense of dissent and frustration among 
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WKRVHPDUJLQDOL]HGVXFKDV&DOLIRUQLD¶V$IULFDQ$PHULFDQFRPPXQLW\as illustrated by 
the Watts riots of 1965DVZHOODVDPRQJWKHVWDWH¶V+LVSDQLFDQG$VLDQSRSXODWLRQV.39  
                      The Watts Riots of 1965 were emblematic of the failure of the California 
dream; the burning of buildings provided a profound visual metaphor for the social 
fragmentation and discontent that began to infiltrate Los Angeles in the 1960s. As 
described by Frederic Jameson in KLV HVVD\ ³2Q 5D\PRQG &KDQGOHU´ the city had 
always been geographically divided in terms of class and ethnicity. However this 
segregation became more pronounced post war with the continued expansion of Los 
Angeles. The African-American population increased dramatically due to the demand 
for manufacturing workers during the Second World War.40 Just like other migrants, 
African-Americans were attracted to California in the hope of a better life. However, the 
post-war era saw uneven economic gains as a de facto segregation took hold in the 
city.41 In addition to real and perceived police harassment, the growing social disparity 
caused young African-Americans in the city to become particularly frustrated. 
Marquette Frye, whose arrest sparked the riots, had moved to Los Angeles just a few 
years earlier with his PRWKHUDQGFDQEHVHHQDVWKH³epitome of the failed promise of 
&DOLIRUQLD´ (Sides 174). Perhaps even more than for other migrants, California 
represenWHG WKH ³3URPLVHG /DQG´ for African-Americans. Consequently, the 
                                                          
39
 The Zoot-suit riots of 1943 highlighted unhappiness within the Hispanic community caused partly by 
the Sleepy Lagoon murder and the wrongful arrest of 17 Hispanic young men in 1942. Furthermore, the 
internment of Japanese Americans during the war created resentment among this population (as described 
by Kevin Starr in Embattled Dreams: California in War and Peace, 1940-1950). 
40
 .QRZQDV ³WKH*UHDW0LJUDWLRQ´ between 1940 and the 1960s the black population of Los Angeles 
increased by approximately eight times: from 63, 4744 in 1940 to 763,000 in 1970. An important event in 
SUHFLSLWDWLQJ WKLV PLJUDWLRQ ZDV 3UHVLGHQW 5RRVHYHOW¶V ([HFXWLYH 2UGHU , which gave African-
Americans the same rights to war production jobs as their white counterparts (as described by Josh Sides 
L.A. City Limits African American Los Angeles from the Great Depression to the Present 2-3). 
41
 Although the geographical area in which blacks could rent and buy property expanded beyond pre-war 
ERUGHUVWKLVGLGQ¶WNHHSSDFHZLWKWKHFRQWLQXLQJLQIOX[RIPLJUDQWVSides 97). This influx, in addition to 
other factors such as the hostility of white home-owner associations, meant that the suburbs remained 
largely off-limits to African-Americans and consequently the creation RI³JKHWWRV´VXFKDV:DWWV6LGHV 
108). Post-war, such neighbourhoods were subject to overcrowding, deterioration, and during the 1960s 
were hit hardest by the decline in blue-collar manufacturing jobs as well as public transport (Sides 113). 
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disappointment felt in response to the failure of that dream was perhaps greatest 
amongst African-Americans and this sadness and frustration was illustrated in the 
ferocity of the Watts Riots.  
                    Didion and Pynchon are inheritors of noir tradition, writing at a time when 
:HVW¶V DSRFDO\SWLF YLVLRQ Rf Los Angeles as a city of rioting and burning had been 
realised. 3\QFKRQ¶V QRYHO ZDV SXEOLVKHG D \HDU DIWHU WKH :DWWV ULRWV D VXEMHFW KH
covered in his article ³A Journey into the Mind of Watts´ (published in The New York 
Times on the 9th of June 1966) in which Pynchon explored how Watts constituted a 
separatHZRUOGWRWKDWRIWKHUHVWRI³ZKLWH´ Los Angeles. Furthermore, two years before 
the publication of The Crying of Lot 49 the Free Speech Movement had erupted on the 
campus of the University of California Berkeley, in the Fall of 1964.42 Similarly, 
'LGLRQ¶VQRYHOGHSLFWVDSURWDJRQLVWQDYLJDWLQJWKHWXUEXOHQFHDQd moral uncertainty of 
the era, thus capturing the atmosphere of Los Angeles in the aftermath of such events as 
the Manson murders that took place in 1969. In her HVVD\³On the Morning After the 
6L[WLHV´ 'LGLRQ GHVFULEHV KRZ ³Whe narrative on which many of us grew up with no 
longer appOLHV´ (Didion The White Album 205). Perhaps more than any other writer, 
Didion was KDXQWHGE\:HVW¶VG\VWRSLDQYLVLRQ. Her Los Angeles is the place of moral 
apocalypse: ³a helter-skelter of demeanHGDPELWLRQDQGUDQGRPYLROHQFH´ (Davis 45). 
However, whilst KDXQWHGE\ WKHDSRFDO\SWLFYLVLRQVRIWKHFLW\'LGLRQ¶V Play It As It 
Lays also offers the possibility of survival in the form of protagonist Mariah Wyeth. 
                 As with Cecelia in The Last Tycoon WKH SURWDJRQLVW RI 'LGLRQ¶V QRYHO
Mariah, offers a unique narrative perspective. Mariah is writing from a psychiatric 
KRVSLWDO ZKHUH ³they suggested I puW GRZQ WKH IDFWV´ (Didion Play It As It Lays 4). 
Mariah resists other peopleV¶GHVLUHWRGHOYHGHHSHU into her psyche, and says thaW³,DP
                                                          
42
 IQ3\QFKRQ¶VQRYHO2HGLSDYLVLWVWKHBerkeley campus in her quest to solve the Tristero. 
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what I am7RORRNIRUµUHDVRQV¶LVEHVLGHWKHSRLQW´ (Didion Play It As It Lays 3). The 
WKHPHRI³QRWKLQJQHVV´ and the quest to achieve a state of being without deeper thought 
LV FHQWUDO WR 0DULDK¶V QDUUDWLYH 2QFH PRUH 0DULDK¶V FKDUDFWHULVWLF GHWDFKPHQW LV
echoeGE\'LGLRQ¶VRZQMRXUQDOLVWLFYRLFHZKRVHHVVD\VUHYHDOD³disengagement from 
the impulse to understand, in favour of a willed acceptance of the existential 
LUUHGXFLELOLW\ RI WKLQJV´ (Cohen 26).43 0DULDK¶V LQWURGXFWLRQ WR KHUVHOI LQFOXGHV
specifying how hHUQDPH LVSURQRXQFHG ³Mar-eye-DK´ (Didion Play It As It Lays 4). 
The emphasis on the eye sound in her name a foregrounds the importance of visual 
relations in WKH QRYHO DVVHUWLQJ WKDW ³the eye iV DW WKH FHQWUH RI KHU LGHQWLW\´ (Cohen 
127).  Vision is of paramount importance to the identity of Mariah and she is highly 
observant of the world around her as well as her position within it. Furthermore, Mariah 
has the capacity to see even herself with an objective viewpoint. Even though Mariah 
repeatedly views herself performing on film, she is unable to identify with this person: 
³neither time did she have any sense that the girl on screen was herVHOI´ (Didion Play It 
As It Lays 29). Within the culture of Hollywood, Mariah is aware that everyone bears 
the objective stamp of the commodity-image. The impulse toward detachment and 
being able to see oneself as an object, for Mariah constitutes an act of survival. A 
parallel can be made with ZRPDQ¶V UHODWLRQ WR KHU LPDJH DQG WKH SURFHVV ZKHUHE\
images of women can take on an objective power of their own.  
                7KHREMHFWLYLW\SUHVHQW LQ0DULDK¶VQDUUDWLYH is caused by events in her life. 
Consequently there is a decisive change in her narrative viewpoint from subject to 
object after the event of an abortion and meeting the man who is to carry it out: 
                                                          
43
 0DULDK¶VGHVLUH WRDFKLHYHQRWKLQJQHVV LVDSRVWPRGHUQVWDQFH In his essay ³Capitalism, Modernism 
and Postmodernism´ Terry Eagleton describes how postmRGHUQLVPFRQFHLYHVRI WKHZRUOG³just as the 
way it is and not some other way.¶ +HFRQWLQXHVµ>S@RVWPRGHUQLVPFRQILGHQWO\SRVW-metaphysical, has 
outlived all that fantasy of interiority, that pathological itch to scratch the surfDFHVIRUFRQFHDOHGGHSWKV´
(New Left Review 1/52 Jul-Aug 1985, 70). 
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In the past few minutes he has significantly altered her perception of reality: she 
saw now that she was not a woman on her way to have an abortion. She was a 
woman parking a Corvette outside a tract house while a man wearing white 
pants talked about buying a Camarro. There was no more to it than that.  
                                                                                 (Didion Play It As It Lays 79) 
 
0DULDK¶VUHVLVWDQFHWRH[DPLQLQJWKHHYHQWVLQKHr life and her decision to instead accept 
things as they are stems from this episode. The only way that Mariah can come to terms 
with such events is to see herself objectively. Mariah sees herself simply as a woman 
talking to a man about cars and nothing more than that. ThLVVKLIWLQ0DULDK¶VQDUUDWLYH
³signifies a willed reversal of her perspectival relation to the world, in which she 
disavows her status as subject of her own experience and embraces the position of 
REMHFW´ (Cohen 129). Mariah accepts the status of object which has been pressed upon 
her by others and by events in her life, and as a result she responds to the clinical 
detachment of the abortionist and her husband by becoming detached herself.  
                   0DULDK¶VLPSDVVLYLW\WRWKHZRrld around her should not be interpreted as an 
act of defeat. Rather her ability to embrace the position of object is the means by which 
Mariah can survive the events in life by becoming merely a role she is playing. As 
LOOXVWUDWHGE\0DULDK¶VDWWLWXGHWRher performance on film, she is as detached from her 
own life as she is from the woman she views on screen. $IWHU WKHDERUWLRQ0DULDK¶V 
³life becomes a series of impenetrable gestures, whether sexual, professional or 
HPRWLRQDO´ (Cohen 129). Mariah can be SDUDOOHOHG ZLWK )D\H *UHHQHU LQ :HVW¶V The 
Day of the Locust, whose elaborate gestures are similarly described as meaningless and 
also possesses an impenetrable surface. Devoid of deeper meaning and without their 
original signifying function, Faye and MariDK¶V PHDQLQJOHVV JHVWXUHV DUH D W\SH RI
postmodern pastiche. Such gestures are further example of their performative selves, 
and can be paralleled with the expressions RI LGHQWLW\ WKDW LQ IDFW FRQVWLWXWH RQH¶V
identity. Both Mariah and Faye perform roles, displaying surface animation and highly 
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conscious of their own existence as objects. %RWK0DULDK DQG )D\H¶V¶ LGHQWLWLHVSRLQW
toward a postmodern conception of the subject as performative and are conducive to the 
Hollywood image-industry they are surrounded by. 
                     0DULDK¶VFRPSXOVLRQWRGULYHWKH/RV$QJHOHV¶IUHHZD\VLVDQDWWHPSWWR
escape her past as well as achieve a sense of control over the world around her. If one 
day MarLDK GLG QRW GULYH WKH IUHHZD\ ³VKH ORVW WKH GD\¶V UK\WKP LWs precariously 
LPSRVHGPRPHQWXP´ (Didion Play It As It Lays 15). This ritual represents a means by 
which Mariah can exist and survive each day, and without this ritual Mariah loses her 
already unstable footing. Furthermore, the freeways become a site of perpetual present 
for Mariah and a place where she can escape all thought:  
Again and again she returned to an intricate stretch just south of the interchange 
where successful passage from the Hollywood onto the Harbor required a 
diagonal move across four lanes of traffic. On the afternoon she finally did it 
without once breaking or once losing the beat of the radio she was exhilarated, 
and that night slept dreamlessly.                              (Didion Play It As It Lays 16) 
                                                                                  
0DULDK¶VDELOLW\WRVOHHSZLWKRXWGUHDPLQJLVSURRIWKDWSHUIRUPLQJWKLVULWXDODOORZVKHU
to achieve a state devoid of thought and to exist on the surface without deeper meaning.  
This state of mind constitutes a means of survival for Mariah.  
                  0DULDK¶V FRPSXOVLRQ WR GULYH WKH IUHHZD\V FUHDWHV D IDOse sense of a 
perpetual present that is completely cut off from the past. Consequently, ³[t]he freeway 
produces a gaze that fixates on the spectacle of the present, and closes off memory from 
WKHSDVW´ (Cohen 127). Driving the freeways causes the city to become a spectacle of 
immediate present and the landscape is one viewed from a speeding car, a series of 
LPDJHVRUD³VSHFWDFXODUREMHFWZRUOG´ (Cohen 126). This objectified visual plain that is 
FUHDWHGE\GULYLQJUHLQIRUFHV0DULDK¶VGetached visual perspective which is much like 
DQ (PHUVRQLDQ ³transSDUHQW H\HEDOO´ 'LGLRQ¶V Los Angeles becomes a hallucinatory 
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spectacle which constitutes ³a cinematic rHQGHULQJRIWKHODQGVFDSH´(Cohen 126). The 
city is a world of objectified images that is seemingly impenetrable. Consequently, 
Mariah strives ³to melt into the undifferentiated object world of signs that characterises 
her e[SHULHQFH RI /RV $QJHOHV´ (Cohen 130). 0DULDK¶V SRVLWLRQ LV WKDW RI the femme 
fatale, who assumes the impenetrable seductive surface of the commodity in order to 
resist the objectifying, male gaze and to survive in a world of spectacle.   
                     'LGLRQ¶V QRYHO LOOXVWUates that for Mariah, as for the rest of the Los 
$QJHOHV¶SRSXODWLRQGULYLQJWKHIUHHZD\VKDVEHFRPHDPRGHRIEHLQJ44 The freeways 
represent D³VWDWHRIPLQG´ where D³KHLJKWHQHGDZDUHQHVV´ can be achieved (Banham 
196-7). 0DULDK¶VH[SHULHQFHRIWKHIUHHZays indicates that ³[t]o negotiate these areas of 
movement is to partake in an art form, a kinetic procesVLQZKLFKWKHVHOILVLPPHUVHG´ 
(Clarke 129). &RQVHTXHQWO\WKHIUHHZD\VDUHFUXFLDOWR/RV$QJHOHV¶identity. Didion is 
herself aware of the importance of the road within the American psyche, she describes 
how ³absolute personal freedom, mobility, privacy´ more than anything else is the 
driving force EHKLQG$PHULFD¶VZHVWward expansion (Slouching 71). ,Q'LGLRQ¶s novel, 
the freeways function as a means of escape and freedom, which can be paralleled with 
the significance of the road in the fiction of James M. Cain. As seen in The Postman 
Always Rings Twice, with the car FUDVKWKDWSXWVDQHQGVWR)UDQNDQG&RUD¶s dreams, 
the freedom offered by the road similarly proves illusory for Mariah. The freeways 
cease to provide a means of escape when she makes an unintended trip beyond the 
freeways to Nevada where her husband Carter is filming. This trip reminds Mariah that 
the freeways are not just a place in themselves but provide a link to other destinations. 
Consequently their function as site of perpetual present is transitory, proving that her 
                                                          
44
 Graham Clarke describes how in Los Angeles driving is an end in itself, he says that ³the freeways are 
an environment,´ and could even be considered ³the most obvious public DUFKLWHFWXUH´ (129). 
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past and her thoughts are not escapable. After this episode Mariah no longer drives the 
freeways.   
                   0DULDK¶V GHWDFKHG DQG REMHFWLYH SHUVSHFWLYH LV D PHDQV RI VXUYLYDO DQG a 
way of dealing with the indecipherability of the world around her. The enigmatic 
environment which Mariah inhabits is further illustrated in the concept of game playing 
which reoccuUVLQ WKHQRYHO0DULDKVD\V³maybe I was holding all the aces, but what 
ZDV WKHJDPH"´ (Didion Play It As It Lays 10).45 Los Angeles represents a surfeit of 
signs which Mariah suspects are meaningless, however, Mariah is aware that she has no 
alternative but to carry on with the game. SKHVD\V³I know what nothing means, and 
NHHS RQ SOD\LQJ´ (Didion Play It As It Lays 214). These final words from Mariah 
indicate her confrontation with a world without meaning, as well as her ability to 
survive in it despite this realisation. In 3\QFKRQ¶VThe Crying of Lot 49, the protagonist 
Oedipa Maas, like Mariah, is a survivor, but unlike Mariah spends much of the novel 
trying in vain to navigate and decipher the deceptive signs of San Narciso, a pseudonym 
for Los Angeles. Oedipa has been assigned the executor of an estate belonging to her 
deceased, former-lover Pierce Inverarity who made his fortune due to land speculation. 
7KHQDUUDWLYHLVGULYHQE\2HGLSD¶VGHWHUPLQDWLRQWRFUHDWHRUGHU 
[W]hat you might have to call [D@JURZLQJREVHVVLRQZLWK³EULQJLQJVRPHWKLQJ
of herself ± even if that something was just her presence ± to the scatter of 
business interests that had survived Inverarity. She would give them order, she 
would create constellations.                                                               (Pynchon 62) 
                                                                                                              
%\DWWHPSWLQJWRRUGHU,QYHUDULW\¶VHVWDWH2HGLSDLVRIIHUHGWKHSRVVLELOLW\RIJLYLQJKHU
oZQ H[LVWHQFH PHDQLQJ &RQVHTXHQWO\ 2HGLSD¶V TXHVW WR GHFLSKHU ,QYHUDULW\¶V HVWDWH
                                                          
45
 7KHFRQFHSWRISOD\LQJLQ'LGLRQ¶VQRYHOFDQEHSDUDOOHOHGZLWKWKHSOD\LQJRIFKHVVDQGFDUGJDPHVLQ
&KDQGOHU¶VILFWLRQ which is symptomatic of the deceptive city that Marlowe inhabits.   
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and find the meaning of the Tristero, is really a search to find the meaning of San 
Narciso. 
                  3\QFKRQ¶VQRYHOFRQFHUQVWKHHQLJPDRI/RV$QJHOHVLWVHOIThe Crying of 
Lot 49 LV ³the story of a woman seeking to know a city that is cryptic, encoded and 
XOWLPDWHO\XQNQRZDEOH´ (Fine Imagining Los Angeles 241). Looking at the sprawling 
houses of San Narciso, Oedipa is reminded of the circuit card of a transistor radio: 
³there were to both outward patterns a hieroglyphic sense of concealed meaning, of an 
LQWHQW WR FRPPXQLFDWH´ (Pynchon 15). The hieroglyphic nature of the city can be 
paralleled with the mysterious character of the commodity, whereby the attribution of 
exchange-YDOXH ³converts every proGXFW LQWR D VRFLDO KLHURJO\SKLF´ (Marx 45). 
Similarly, woman is associated with the hieroglyphic language and a parallel can be 
made between woman and Los Angeles in terms of their seemingly indecipherable 
nature.46 Oedipa believes that there is a meaning or at least an intent to communicate 
that underlies the hieroglyphic pattern of the city. However, the meaning is seemingly 
XQREWDLQDEOH³a revelation that trembled just past the WKUHVKROGRIKHUXQGHUVWDQGLQJ´ 
(Pynchon 15). Similarly, Oedipa senses that beinJLQ6DQ1DUFLVRPHDQWVKHZDV³at the 
centre of DQ RGG UHOLJLRXV LQVWDQW´ (Pynchon 15). Oedipa feels that her geographical 
location should offer some kind of epiphany but like the meaning of the city this 
realisation is elusive. 6DQ1DUFLVRDQG2HGSLD¶VTXHVWWRVROYHWKHSX]]OHRIWKH7ULVWHUR
both constitute an endless deferral of meaning whereby the answers always lie just out 
of reach. The deferred meaning of the city can be linked to the deferral of gratification 
associated with the culture industry as described by Adorno and Horkheimer, whereby 
IXOILOPHQWRIWKHFRQVXPHU¶VGHVLUHVLVHQGOHVVO\SRVWSRQHG In this way, San Narciso is 
                                                          
46
 As explored in the previous chapter, woman and her image shares with the commodity its seemingly 
LQGHFLSKHUDEOHFKDUDFWHU³womaQWKHHQLJPDWKHKLHURJO\SKLF´(Doane 18).  
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associated with the commodity and the meaning of San Narciso, like the promise of the 
commodity, always lies just beyond reach.  
                   San Narciso is a fragmentary and undefinable city. To Oedipa Maas, the 
freeway system SURYLGHVDVHQVHRIRUGHULQDGLVRUGHUHGZRUOGMXVWDV0DULDK:\HWK¶V
driving ritual in Play It As It Lays represents a means by which to retain a precarious 
VHQVHRIFRQWURO ,Q3\QFKRQ¶VQRYHO6DQ1DUFLVRLVGHVFULEHGDV³less an identifiable 
city than a group of concepts ± census tracts, special purpose bond-issue districts, 
shopping nuclei, all over-laid with DFFHVVURDGVWRLWVRZQIUHHZD\´ (Pynchon 14). Just 
like the centre-less Los Angeles, San Narciso has no unifying concept or coherent 
meaning, and the only order or coherence to be found is in the freeway system. Much of 
3\QFKRQ¶VQRYHO LQYROYHV2edipa travelling by road, but unlike Mariah, to whom the 
freeways offer the promise of coQWURO2HGLSD LVQRW IRROHGE\³this illusion of speed, 
freedom, wind in your hair, unreeling landscape ± LWZDVQ¶W´ (Pynchon 16). The novel 
satirises this most charged symbol of the Californian fiction, which in American psyche 
is synonymous with freedom. Pynchon describes the illusory promise of the road as a 
³hypodermic needle, inserted somewhere ahead into the vein of the freeway, a vein 
nourishing the mainliner LA, keeping it happy, FRKHUHQW SURWHFWHG IURP SDLQ´
(Pynchon 16). The road functions as a type of drug giving LA the illusion of order and 
coherence by anaesthetising its inhabitants.   
                    According to Pynchon, the only redemption possible for California is the 
ocean, because ³no matter what you did to its edges, the true Pacific stayed inviolate 
and integrated or assumed the ugliness at any edge into some more general trutK´ 
(Pynchon 37). Pynchon uses the symbol of the Pacific Ocean in the same way as Cain in 
The Postman Always Rings Twice, in which Frank and Cora cleanse themselves in the 
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RFHDQ DIWHU WKH PXUGHU RI &RUD¶V KXVEDQG47 Similarly, &KULVWRSKHU ,VKHUZRRG¶V A 
Single Man depicts protagonist George, finding a way to continue after the sudden 
death of his lover, helped by the sense of renewal and purification found in the 
baptiVPDOVXUI,QWKHVHD*HRUJH³washes away thought, speech, mood, desire, whole 
selves, entire lifetimes; again and again he returns, becoming always cleaner, freHUOHVV´
(Isherwood 132). *HRUJH¶V EDSWLVP DOVR UHSUHVHQWV D diffusion of his being into the 
world around him. IQ&DLQ¶s The Postman Always Rings Twice, the ocean turns into the 
siWHRI)UDQNDQG&RUD¶VGHPLVHZhereas Didion, Pynchon and Isherwood show that a 
place of endings can become a place of beginning.  
                 The puzzle of Tristero and San Narciso continues to elude Oedipa as the 
novel ends. Just as Mariah finds a way to continue by accepting things as they are and 
not to penetrate beneath the surface, Oedipa considers the possibility that there is no 
deeper meaning beyond the obvious, and that she has been caught in a circle of 
SDUDQRLD (LWKHU WKHUH ZDV ³[a]nother mode of meaning EHKLQG WKH REYLRXV RU QRQH´
Thus Pynchon continues:   
Either Oedipa [was] in the orbiting ecstasy of a true paranoia, or a real Tristero. 
For there either was some Tristero beyond the appearance of the legacy of 
America, or there was just America and if there was just America then it seemed 
the only way she could continue, and manage to be at all relevant to it, was an 
alien, unfurrowed, assumed full circle into some paranoia.            (Pynchon 126) 
                                               
$V LQ ,VKHUZRRG¶VQRYHO, ZLWK*HRUJH¶V LPPHUVLRQ LQWR WKHZDWHU DQd thus the world 
around him, Oedipa and Mariah become a part of enigmatic city that surrounds them, 
accepting the way things are and finding a way to exist in a seemingly meaningless 
world. The survivor novels of Pynchon, Didion and Isherwood thus depict ³people who 
                                                          
47
 )XUWKHUUHIHUHQFHLVPDGHWR&DLQ¶Vnovel in the name of the motel ZKHUH2HGLSDVWD\V³(FKR&RXUW´ 
recalling the echoing or repeating of events in novel as well as the actual HFKRLQJRI&RUD¶VKXVEDQG¶V
voice after he is murdered. 
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find as they come to the end of the line and continent reasons for going on, mandates to 
affirm the demands of self´ (Fine Imagining Los Angeles 237). The protagonists of 
these novels find a way to exist in an indecipherable environment where meaning and 
gratification is illusory.  
                   Influenced by the social and political unrest of the 1960s, Pynchon and 
Didion depict a postmodern city that is increasingly fragmented both socially and 
geographically. It is a society dominated by mass culture where everyone is reduced to a 
commodity as part of a spectacular objectified landscape. However, despite their hostile 
HQYLURQPHQWWKHSURWDJRQLVWVRI'LGLRQDQG3\QFKRQV¶UHVSHFWLYHQRYHOVDUHVXUYLYRUV
,QKHUHVVD\³On the Morning After tKH6L[WLHV´ Didion describes her membership of 
WKH³VLOHQWJHQHUDWLRn´ which came of age during 1950s and who are ³the survivors of a 
SHFXOLDU DQG LQZDUG WLPH´ (The White Album 208). This generation of survivors, 
witnessed the social tumult of the 1960s but often abstained from political action, 
refusing to adhere to a particular ideology. Like Mariah and Oedipa, this silent 
generation realised ³the meaninglessness WKDWZDVPDQ¶VIDWH´ and yet found a way to 
survive regardless (Didion White Album 206-7). Furthermore, within the post-war era 
WKHWHUP³VXUYLYRUV´ undoubtedly has connotations with the Holocaust and the horrors 
of fascism in Europe during World War II. Adorno and Horkheimer paralleled fascism 
with mass culture, warning of the possible dehumanising effects of what they called the 
culture industry. Mariah and Oedipa find a way to survive not only the social upheavals 
of the 1960s but also the dehumanising effects of mass culture. They learn to exist in 
this post-capitalist city by resisting the impulse to search for deeper meaning. As 
survivors, they assume a performative identity aligned with the femme fatale and 
adapted to the Hollywood image-industry. This identity is that of the successful migrant 
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or masquerade, adjusted to the culture created by Hollywood, energetic and infinitely 
capable.  
                 The survivor tales of Pychon and Didion offer narratives attesting to the 
ability of the individual to endure in a seemingly hostile landscape. Although they assert 
a kind of optimism associated with the original myth of California, they do not represent 
a return to the booster myth. They represent an ³anti-anti-myth´ proving that the myth 
and anti-myth are mutually dependent. If the anti-myth literature of Cain, Chandler and 
West is one of disillusionment, it requires that the original illusions remain at least an 
imaginable memory (Winchell 183). We can understand this dialectic with relation to 
the concept of myth and its ability to change meaning and be appropriated. Thus we can 
see how the symbols of the California dream, such as the ocean and the road have been 
appropriated by Cain and re-appropriated by Pynchon and Didion. Furthermore, the 
original booster myth of California dictates a view of Los Angeles as centred. The 
booster myth constitutes a coherent narrative of dreams realised and associated with 
traditional models of the subject. Whereas the anti-myth views the city as a fragmented, 
lacking a coherence and where gratification is illusory. The anti-myth can be aligned 
with a postmodern conception of the subject as equally fragmented, fluid, adapting to its 
environment and the transitory fulfilments of a consumerist environment.   
 
Conclusion: the Survival of the California Dream.  
                     This chapter has illustrated how symbols crucial to the California psyche 
such as the ocean, the road and architecture have been used by various writers to 
explore the idea of the Californian dream as well as its shaky realisation. In James M. 
&DLQ¶VILFWLRQWKHRFHDQDQGWKHURDGUHpresent the promise of freedom and a better life, 
as well as the fragility of such dreams. The ocean, more than any other symbol, 
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represents the dream realised7KHRFHDQ¶V proximity enables the startling epiphany that 
as Californians, they are representative of the American Dream, for California is the 
place where the American continent quite literally runs out. The power of the ocean and 
the road as symbols lies in their ability to change meaning and to be appropriated by 
later writers such as Pynchon and Didion, to whom such symbols come to represent the 
transitory and illusory nature of California dream. The relationship between dream and 
reality in California fiction is played out within the architecture of Los Angeles. In The 
Day of The Locust, NathanaHO :HVW¶V FULWLTXH RI +ROO\ZRRG FXOWXUH KRXVHV Dre an 
essential part of living the dream. Once more, the importance of façade and fantasy in 
Los Angeles architecture can be attributed to the acting out of dreams. This chapter has 
shown how the formation of a performative identity occurred alongside the 
development of the Hollywood film industry, which was illustrated in the comparison 
between Monroe Stahr and Sammy Glick. The performative model of self is conducive 
to the image-industry of Hollywood and best illustrated in the seductive yet 
impenetrable femme fatale FD\H*UHHQHU)D\H¶VDELOLW\WR³FRPHRXWDOULJKW,´ which is 
fundamental to her performative self is further evidenced in survivors Maria Wyeth and 
2HGLSD 0DDV 7KH SURWDJRQLVWV RI 3\QFKRQ¶V DQG 'LGLRQ¶V QRYHOV ILQG D ZD\ WR
continue existing in a seemingly hostile and meaningless landscape by accepting the 
fragmentary nature of Los Angeles. Consequently, one can conclude from these novels 
that by assuming a performative identity one can better cope with the postmodern 
environment of Los Angeles, and thus these survivor tales offer the potential for the 








                   By examining the depiction of women and the city of Los Angeles in 
selected twentieth-century American fiction, this project has demonstrated how 
Hollywood culture was pivotal in the development of a performative identity. Within 
the context of the Hollywood film industry, the female image came to exist as a 
marketable commodity, and California itself came into existence by being promoted as 
³the land of sunshine and oranges.´ By exploring the image of woman on screen and the 
city of /RV $QJHOHV LQ WHUPV RI WKH ³VHGXFWLYH VKHHQ´ of the commodity fetish, I 
illustrated how both take on new resonance with relation to the postmodern concept of 
surface. In the first chapter, I looked at the existence RIZRPDQ¶VLPDJHDVVSHFWDFOHDQG
how this LPSDFWHG XSRQ YLVXDO UHODWLRQV EHWZHHQ WKH JHQGHUV DV ZHOO DV ZRPDQ¶V
relationship to her own image. The second chapter examined how Los Angeles 
architecture, with its elaborate facades, can also be interSUHWHGLQWHUPVRIWKH³VHGXFWLYH
VXUIDFH´ of the commodity fetish.  Furthermore, I used the figure of the femme fatale as 
a starting point for charting a progression toward a postmodern subject based upon 
theories of identity as performance. This progression was further examined by exploring 
the depiction of the Californian landscape and the city of Los Angeles in terms of its 
architecture and inhabitants. 1DWKDQDHO:HVW¶VThe Day of The Locust best illustrates 
how the Hollywood film industry helped create a type of person known as the 
masquerade, who is synonymous with the image culture of Hollywood, and whose 
ostentatious outfits match the garish, eclectic facades of Los Angeles architecture.  
                  The Hollywood film industry and the culture that surrounded it, helped form 
a new model of subject based upon the notion of identity as performance.  For example, 
LQ&KDQGOHU¶VThe Little Sister, a studio boss named Ballou describes people in show 




and imprint thHPRQDIHZIHHWRIFHOOXORLG´ (Chandler LLON 482). According to this 
assessment, actors and actresses live with their emotions on the surface so that they can 
be more easily captured on screen. Consequently, one can infer that there is something 
intrinsic to the material nature of celluloid film and the process of film-making that 
requires human beings to act in a particular way. Similarly, the femme fatale and 
masquerade, Faye Greener, from The Day of the Locust, is defined in terms of her 
surface animation. Such a conception can be paralleled with FredHULF -DPHVRQ¶V
definition of the schizophrenic who experiences the present in terms of a heightened 
intensity DV ZHOO DV -XGLWK %XWOHU¶V QRWLRQ RI JHQGHU LGHQWLW\ DV SHUIRUPDQFH 7KH 
postmodern subject described by Jameson and Butler, is further demonstrated by the 
IUHQHWLFSHUVRQDOLW\RI6DPP\*OLFNLQ%XGG6FKXOEHUJ¶VWhat Makes Sammy Run? In 
contrast to The Last Tycoon¶V0RQURH6WDKU6DPP\*OLFNUHSUHVHQWVDQHZJHQHUDWLRQ
of performers and survivors, better able to cope with the society of spectacle in which a 
person is merely a set of surface gestures and images. In Hollywood, to have an identity 
is to play a role. In contrast to the transplants, the performing masquerades are better 
able to express themselves in terms of the image culture of Hollywood. Thus one can 
conclude that such a performative identity is intrinsic to the development of the film 
industry, and is best illustrated in the perennial performer, Faye Greener, who emerges 
as the lone survLYRURI:HVW¶VDSRFDO\SWLFQRYHO 
 
Seductive Surface: Identity as Performance in the Photography of Cindy Sherman   
See figures 15 and 16 in appendix.     
                    In Untitled Film Stills (1980), the artist/model Cindy Sherman depicts 
herself in a range of attires and poses as though in a scHQHIURPDVRUµVPRYLH
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Through these photographs, Sherman foregrounds the artificial nature of femininity and 
suggests that identity is performed. As a result, we can further understand how the 
Hollywood film industry contributed to the formation of a performative subject. The 
photographs question what it means to be a woman and the nature of femininity. 
Through a process of myth, Sherman exploits conventional image representations of 
women as objects of male desire. Since ³the best weapon against myth is to mythify it 
in its turn, to produce an artificial myth,´ Sherman similarly appropriates these 
representations by foregrounding their artificial and constructed nature (Barthes 161). In 
this way, Sherman creates a sense of unease and disturbance, thus undermining the 
function of the female image in terms of processes of desire. Sherman illustrates how 
such images of women hover in oscillation with respectability, thus questioning the 
acceptability of conventional cinematic image-representations of women and suggests 
that they are no different from unrespectable pornographic images that also involve the 
objectification of woman. 
                 Sherman highlights the discrepancy between a woman and the feminine 
façade that she is forced to put on within society. As both the model and artist, Sherman 
takes on a different persona in each picture, causing a feeling of disjunction and 
strangeness. The uncomfortable juxtaposition between model and artist, as well as 
variety of poses, scenes and styles that SheUPDQXWLOL]HVDFFHQWXDWHVWKH³VXUIDFHQHVV´ 
of the pictures, as a sense of nostalgia begins to dissolve instead into unease (Mulvey 
Fetishism 68).  7KH³SXW-RQ´ nature of the roles Sherman plays in each picture, and the 
use of cosmetics ³literally as a mask´ creates an awareness of the false and superficial 
nature of femininity (Mulvey Fetishism 68). The heavy use of cosmetics by Sherman 
emphasizes the surface nature of these representations, as well as suggesting that 
femininity consists of performance. Using cosmetics in this manner causes the viewer to 
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feel uneasy and to question the veracity of what they are looking at. Consequently, by 
causing the viewer to re-examine concepts of femininity, Sherman hints at the slippery 
nature of gender roles, and even suggests that the very nature of identity should be 
reconsidered.   
                      In the same way that the femme fatale is a representation of masculine 
desire and fear, 6KHUPDQ¶V work examines the societal expectations that are projected 
onto cinematic images of women. $FFRUGLQJWR&UDLJ2ZHQV6KHUPDQ¶VSKRWRJUDSKV 
³function as mirror-masks that reflect back at the viewer his own desire (and the 
spectator posited by this work is invariably male) ± specifically, the masculine desire to 
fix the woman as a VWDEOHDQGVWDELOL]LQJLGHQWLW\´ (86). By taking on a different pose in 
each picture, Sherman denies the masculine impulse to contain and control woman. The 
resistance SUHVHQWLQ6KHUPDQ¶VZRUk, has implications for male-female visual relations, 
in addition to causing the destabilization of the female subject. 6KHUPDQ¶VPDLQDLPLV
to cause the viewer to question the conventional representations of women in society, as 
well as to unsettle received conceptions of female identity. Sherman reveals that within 
society, a woman is largely defined by how she looks. But if a woman can so easily 
change her appearance, as demonstrated by Sherman in her photographs, what 
implications does this have when considering female identity? As a result, the most 
XQVHWWOLQJDVSHFWRI6KHUPDQ¶VZRUNis the undermining of the whole concept of a stable 
ideQWLW\%HFDXVH6KHUPDQLVERWK³artist and model, voyeur and looked at, active and 
passive, subject and object, the photographs set up a comparable variety of positions 
DQG UHVSRQVHV IRU WKH YLHZHU´ (Mulvey Fetishism 68- &RQVHTXHQWO\ ³[t]here is no 
stable subject position in her work, no resting point that does not quickly shift into 
VRPHWKLQJ HOVH´ (Mulvey Fetishism 69). :LWKLQ KHU SKRWRJUDSKV 6KHUPDQ¶V RZQ
identity is ever-changing and this gives the viewer the same opportunity to take on role 
in relation to the figure represented. Consequently, she proposes a postmodern concept 
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of self, one that is unfixable. A fluidity of subject positions can be seen as particularly 
female and evident in the multiple roles women often play within society. Furthermore, 
WKH³construction of the category of woman as DFRKHUHQWDQGVWDEOHVXEMHFW´LVPHUHO\
³a regulation and reifiFDWLRQRIJHQGHUUHODWLRQV´ (Butler 7). Woman is neither a stable 
subject nor a coherent category, but is only made into one in relation to man. Thus 
6KHUPDQ¶V ZRUN GHPRQVWUDWHV KRZ JHQGHU LGHQWLW\ LV IL[HG RQO\ LQ UHODWLRQ WR WKH
opposite gender. As a result, the concept of a stable identity is called into question and 
RQHFDQVHHKRZ6KHUPDQ¶VZRUNLOOXPLQDWHVWKHSRVVLELOLW\RIDFKDQJLQJSHUIRUPDWLYH
identity. 
                  This project has examined how the Hollywood film industry produced a 
culture of commodity that impacted upon notions of the subject as explored through the 
depiction of women and Los Angeles. The transformation of woman and her image into 
a commodity fetish takes place through image culture of Hollywood. However, 
inscribed within ZRPDQ¶VH[LVWHQFHDVDFRPPRGLW\LV WKHSRVVLELOLW\RIUHVLVWDQFH ,Q
the same way that a commodity¶V YDOXH DV DQ H[FKDQJH LV detached from its labour 
value, a woman is detached from her fetishized image form. The way in which the 
female image takes on a SRZHURI LWVRZQLV LOOXVWUDWHG LQ9ODGLPLU1DERNRY¶V Lolita 
VHSDUDWHIURPKHULPDJH:LWKLQWKHQDUUDWRU+XPEHUW¶VPLQG, Lolita exists as a perfect 
copy or simulacra; she is described DV D ³FLQHPDWLF VWLOO´ DQG D ³photographic image 
rippling upon a screen´ (Nabokov 44 and 62). Like the femme fatale, Lolita has a 
chameleon-like identity; she apSHDUVZLWKLQ+XPEHUW¶VPLQGLQ³VKLIWDIWHUVKLIW´ taking 
oQ³VWUDQJHDQGOXGLFURXVJXLVHV´ (Nabokov 254). Humbert¶V detachment from the real 
Lolita, EXW DOVR /ROLWD¶V RZQ VHSDUDWLRQ IURP WKH H[LVWHQFH RI KHUVHOI LQ +XPEHUW¶V
mind, offers her the possibility of resistance. Similarly, such resistance is epitomized by 
femme fatale Faye Greener who is defined in terms of ³her completeness, her egg-like 
self-sufficiency´ (West 224). Faye is also likened to ³a very SUHWW\FRUN´ and just like a 
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cork, )D\HZLOODOZD\V³FRPHRXWDOULJKW´ (West 287-8). As demonstrated by Lolita and 
Faye, it is the femme fatale¶V seductive surface that ensures her survival.   
                      7KHQDUUDWRURI)6FRWW)LW]JHUDOG¶V The Last Tycoon, Cecelia Brady is 
the daughter of a film producer, and thus indifferent to the glamour of Hollywood that 
surrounds her. Cecelia is emblematic of thH QHZ JHQHUDWLRQ RI ³VXUYLYRUV´ suitably 
adjusted to life on the edge of the continent. They are ³the inheritors of a community as 
intricate, rigid, and deceptive in its mores aVDQ\GHYLVHGRQWKLVFRQWLQHQW´ (Didion The 
White Album 153). 'LGLRQ¶V female protagonist in Play It As It Lays, Mariah Wyeth, 
enGXUHVWKHWXUEXOHQFHRIWKHVL[WLHVDVZHOODV WUDJLFHYHQWV LQKHURZQOLIH0DULDK¶V
story is epitRPLVHG E\ KHU UHDOLVDWLRQ WKDW ³I know what nothing means, and keep on 
SOD\LQJ´ which is the mantra of the survivor (Didion Play It As It Lays 214). In the 
same way, Oedipa Maas LQ3\QFKRQ¶VThe Crying of Lot 49, sets out to decipher the 
enigmatic San Narciso, but is confounded by the meaningless void that is this 
postmodern city. These survivor tales feature female protagonists whose identity 
consists of performance and resilience, and who learn to inhabit the seemingly hostile 
environment of Los Angeles where ultimate meaning is denied. Just as the seductive 
surface of the femme fatale allows her to resist the male gaze, the compulsive 
performing of the postmodern subject can be viewed as a coping mechanism. Such a 
PHFKDQLVPGHYHORSHGLQUHVSRQVHWRWKH/RV$QJHOHVFXOWXUHRIWKHVDQGµVWKDW
grew so quickly in such a short space of time and that was dominated by a growing 
consumerism and the Hollywood film industry. A peculiar image-centred consumer 
culture emerged where ultimate fulfilment is illusory, and where to assume an identity 
is play a role. As a consequence, we can see how a performative identity offers a means 
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Figure 1. Film still from Double Indemnity (1944)  
Femme fatales Phyllis Dietrichson (above) and Cora Smith (below left) portrayed as mercenary 
and heartless, they are cinematically static and can be contrasted with femme fatale Gilda 
(below right) a sympathetic portrayal of a woman and defined cinematically instead in terms of 
movement and vitality.  
 Figure 2. (Below left) Film still from The Postman Always Rings Twice (1946) and Figure 3. 
(Below right) Film Still from Gilda (1946).  





Figure 4. Reclining in dull invitation: pin-up photo of Lauren Bacall, which appeared in the 
November 24/26 issue of Yank, the Army Weekly, 1944. Bacall played Vivian Sternwood in 




)LJXUHµPickfaLU¶(Below)  Mary Pickford and Douglas Fairbanks at their Regency-style 






Figure 6. (Above) Greystone Mansion (finished in 1928) built for Irish millionaire Edward L. 
Doheny.  
   




      
 
Figure 8 and 9. (Above) Elaborate façade then and now: Aztec Hotel, Monrovia (built 1925)  
 
 







Figure 11.  The Brown Derby (1926) according to Reyner Banham such commercial buildings 






housing development of the same name, losing thHµODQG¶LQWKHVZKHQWKHVLJQZDV






Figure 13 and 14. 7KH:D\IDUHU¶V&KDSHOE\/OR\G:ULJKWVRQRI)UDQN3HUFKHG
precariously on the edge of the continent, the surrounding landscape is incorporated into the 























             







  Figure 16  
 Untitled Film Still 21   
 Cindy Sherman. 
 
